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1. Introduction and Motivation  
1.1 Introduction 
English is spoken as a first language or used as official language in many countries around the 
world. Through its history, it has developed differently in different parts of the world and it thus 
encompasses a wide range of dialects styles. A broad definition of a dialect is a form of speech 
peculiar to a district, class, community or person. It is made up of phonological, lexical and 
grammatical features which make it characteristically different from other varieties. Variation 
sometimes increases if a language community covers a large geographical area and contact between 
different community groups is made difficult. For instance, dialects sometimes develop in remote 
areas where groups of people either hold on to old features of the spoken language or develop 
features different from the dialect variety spoken in the centre of the language community. 
However, a large geographical area does not necessarily imply great dialect variation, just as the 
development of different dialects within a language community does not per se make people within 
a language community unable to communicate with each other (Apte 1997: 319). In the field of 
sociolinguistics, many researchers have investigated and continue to investigate the scientific field 
of style variation and dialectology. A variation in style means either shifting between different 
dialect varieties of a language or shifting in the usage level for specific features associated with 
these varieties. Style variation is an integral part of the interaction between people and is used 
unconsciously or consciously in different ways and for different purposes. For example, it is 
pervasive in many types of mass media today such as in radio, films or television shows.  
The focus for investigating style variation in this project lies within the field of dialect humour. 
Dating back to the Greek and Roman dramatists language variation has been used for humorous 
purposes in theatres, jokes and comedies (Kretzschmar 2004: 257). The subject of dialect humour is 
not only variation in itself, as language is inseparable from the human beings who create and use it. 
Therefore, dialect humour is a subcategory of what scholars have labelled ethnic humour. Both 
ethnic and dialect humour have persons or communities as their humorous topic or target. These 
persons or communities differ in one way or another from what is considered ‘standard’ within 
society, and are therefore perceived as odd or amusing. As language is a crucial feature in 
determining the origin of people, both in relation to ethnicity, class and region, linguistic features 
are often used and imitated in order to create stereotypes. These linguistic stereotypes are created to 
mock certain groups, thus producing humour, and it is this type of humour which is labelled dialect 
humour (Apte 1997: 320). ‘Any time a particular group is identified by its language or speech 
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variety, such an association leads to the development of its linguistic stereotype’ (Apte 1997: 320). 
Hence, humour is also an important generating factor in creating stereotypes, be they cultural, ethnic 
or social. The stereotypes created and conveyed by dialect humour are not necessarily true, but they 
are nevertheless very persistent and part of the shared cultural knowledge in community groups, 
which make them easy targets for satirical or humorous purposes (Apte 1997: 320). 
1.2 Motivation 
Our motivation for investigating a case of dialect humour is an interest in using phonetics in 
practice. An initial reading of an article by the British sociolinguist Nikolas Coupland1 sparked an 
interest in combining a theoretical approach of phonetics with an analysis of a case of stylistic 
variation. This inspired us to investigate a case study of style variation used in a comedy show. 
Coupland’s article made us consider various cases we knew beforehand, where style is used in 
performance. In many of these cases, style is used for humorous effects in British comedies such as 
Monty Python or in satire shows such as ‘Allo ‘Allo or Smack the Pony. We eventually decided on 
working with the latter because the use of dialect and style variation appeared to be very 
characteristic for the show, and because the actors are very skilled in imitating different varieties of 
English. Moreover, we saw in Smack the Pony a chance of making a sociolinguistic study which 
combines style variation with dialect humour as well as stereotyping. This feminine comedy show, 
Smack the Pony, is made up of small sketches, surreal vignettes, and absurd gags about women and 
their neuroses, preoccupations and weaknesses. It is performed by the trio Doon Mackichan, Fiona 
Allen and Sally Phillips and each episode has ‘(…)one regular spot featur[ing] dating agency videos 
of women describing their likes and dislikes, desires and demands.’ (Lewisohn 2003).
1.3 Method  
We have selected seven small sequences or sketches from the comedy show, Smack the Pony. These 
are in the form of fictional contact advertisements2 made by different types of women, a reoccurring 
element in the different episodes of the Smack the Pony show. It is characteristic of the 
advertisements that the women either describe themselves or the men they are searching for with the 
overall aim of finding a suitable partner. The women in the contact advertisements are very different 
which is shown in their discourse, appearance and not least the dialect and style they use.  
We will start by briefly outlining the basic theoretical approaches within the field of style variation 
hereby establishing the theoretical framework, which we can refer to when analysing the actual case. 
                                                          
1 Dialect stylization in radio talk (Coupland 2001b: 102). 
2 What Lewisohn calls dating agency videos. 
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In the theory part, we will also draw in important theoretical points about stereotyping, which also 
can be used for the analysis. On the overall level, the aim of the analysis is to point to the way in 
which Smack the Pony uses dialects and style variation in creating and portraying humorous 
stereotypes. Attempting to make a close analysis of the phonological, paralinguistic and discourse 
features of the contact advertisements, the analysis will provide us with an understanding of the 
dialect humour and style variation in play as well as a more profound understanding of the 
sociolinguistic theories. 
1.4 Sociolinguistic Approaches and Problem Definition   
In working with sociolinguistic theories in relation to Smack the Pony, it quickly became apparent 
that it is a challenge to apply theories on style to a case where dialects and style variation is used in 
performance. One could almost consider it a peripheral case within the field of sociolinguistics due 
to the fact that the most common starting point for dialectology in the investigation of style variation 
has been William Labov’s Attention to Speech Approach. Labov was the first socio-linguist to 
consider style variation, and he developed the method of the sociolinguistic interview in order to 
determine the nature of a speaker’s casual speech. The underlying strategy for bringing out casual 
speech was to pose questions which were supposed to awake certain feelings in the informant which 
again would affect his or her way of speaking. For instance questions such as how a person 
experienced a dangerous situation were designed to trigger the speaker’s unmonitored speech or 
vernacular. Labov believed that style shifts were triggered by ‘(…) the amount of attention people 
pay to their speech itself as they converse - in other words, how self-conscious speakers are when 
they speak.’ (Schillings-Estes 2002: 379).  
Many later sociolinguists have followed Labov’s method and perhaps that is why it has proven 
difficult, even impossible, to find a case study of style variation in acting. It would seem that 
scholars have been more interested in investigating style variation in cases which are related to real 
speech situations and not fictional ones as for instance in a performance situation. Therefore, an 
investigation of a case study where style variation is used in acting challenges both the Labovian 
idea of style shifting as something measurable in relation to the amount of attention paid to speech, 
as well as the traditional method of sociolinguistics: the interview. Furthermore, it breaks with the 
idea of dialect as something per se linked to community and points instead to the way in which style 
variation and dialects can be and are used in mass communication.  
We have found Nikolas Coupland’s Theorizing dialect-style in sociolinguistics to be the most 
applicable theoretical writings on style in relation to the present case. Albeit these theoretical 
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approches were not created specifically for a case study such as this, we consider the theoretical 
perspectives and discussions highly adequate for the present analysis of Smack the Pony. 
Furthermore, we see the study of this case as an interesting way of perhaps testing the theory in 
practice, working from the assumption that examples like Smack the Pony, where dialect and style 
variation are used consciously for specific purposes, are also part of the general field of style 
variation.  
Our investigations will be based on a close analysis of the selected sketches, i.e. the contact 
advertisements from Smack the Pony, followed by a discussion of the findings in relation to the 
sociolinguistic theories outlined in chapter two. Consequently, the project seeks to answer the 
following question: 
 
How are dialect and style variation used for creating humorous stereotypes of women in the 
selected sketches from Smack the Pony, and how can this type of style variation be evaluated 
inside the framework of sociolinguistic theories on style variation? 
 
1.5 Definition of Terms and Delimitation 
When dealing with sociolinguistics and thus close investigations of different aspects of language, it 
appears pertinent to define some of the complex terms that will be used in the following. First of all, 
the term dialect is much used in the literature, but rarely very well defined. In precise linguistic 
terms dialect refers to ‘(…) any variety of a language that is shared by a group of speakers (…) and 
to speak a language is to speak some dialect of that language.’ (Wolfram and Schillings-Estes 2005: 
89). This implies that the so-called ‘standard’ variety of a language is just as much a dialect as ‘(…) 
those varieties spoken by socially disfavoured groups whose language differences are socially 
stigmatized.’ (Wolfram and Schillings-Estes 2005: 89). Thus, when the word dialect is used here, it 
refers to the linguistically neutral term without the negative connotations often implied in layman’s 
usage.   
In relation to the analysis, we have chosen to analyse the seven sequences in relation to three main 
areas: phonological, paralinguistic and discourse. We will briefly define what these three overall 
terms imply. The phonological features are mainly related to the specific language variety in play. 
Due to the scope of the project, we have limited the phonological feature to solely comprise the 
exact features of the language variety found in the particular sequence. Thus, it will not be an 
exhaustive list of all features of the specific variety. The paralinguistic features is made up of the 
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so-called supra-segmental features which involves pitch, intonation or creaky voice, as well as the 
non-linguistic features such as ‘(…) hair, clothing, makeup, body positioning, and use of 
space.’(Schillings-Estes 2002: 377). The features of discourse involve the lexical choices, the 
morphology, i.e. patterns of words as well as the syntactic arrangement of the words, i.e. the 
grammar. Here we also find the pragmatic or interactional issues of the discourse. Moreover, in 
order to minimise the scope of the present analysis, we have chosen to compare all phonological 
features with those of Received Pronunciation. We have primarily based our knowledge of RP on 
sociolinguist Clive Upton’s article Received Pronunciation (Upton 2004: 217), though many 
descriptions have also been looked up in J. C. Wells’ Pronunciation Dictionary (Wells 2004) or 
have been compared with Tim Caudery’s An activity-based course in English Phonetics and 
Phonology. However, we decline venturing into a discussion of the many definitions of RP, nor 
discuss Upton’s differentiation of traditional RP versus modern RP.   
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2. Style Variation and Dialect Style 
 
Historically, the theorising of style variation has experienced several different approaches. We have 
chosen to briefly introduce the subject of Style variation and in that respect also one of the 
traditional approaches, namely Audience Design.3 Then more recent theorising on style variation 
will be accounted for as the approach of Speaker Design and the more multidimensional theoretical 
approaches by sociolinguist Nikolas Coupland will form the framework for the present case study. 
Finally, we will clarify the notion of Stereotyping especially in regard to language and mass 
communicational contexts.  
2.1 Style Variation 
According to sociolinguistic theories, style variation has to do with a speaker shifting between 
different dialect varieties of the same language as well as with shifting in the usage level for specific 
features associated with these varieties (Schillings-Estes 2002: 376). Traditionally, style variation 
has been perceived as being concerned with variation in the speech of individual speakers, i.e. intra-
speaker variation, rather than variation across groups of speakers, i.e. inter-speaker variation. When 
investigating style variation three areas seem to be relevant. First there is the concept of registers, 
which has to do with variation according to a particular situation. This may be when a speaker in a 
‘formal’ situation opts for a higher usage level of ‘formal’ pronunciation features (Schillings-Estes 
2002: 375). The second area involves a feature of inter-speaker variation namely dialect. A variation 
in dialect may occur when a speaker for instance uses a dialectical feature similar to that of the 
interlocutor in a conversation. The third and final area of style variation concerns the concept of 
genre. Variation in genre involves ‘(…) highly ritualized, routinized varieties, often associated with 
performance or artistic display of some kind’ (Schillings-Estes 2002: 375). The genre variation can 
be found in a situation where a priest uses a ‘sermon’ genre when speaking to the congregation, or 
when a lawyer speaks in a ‘legal’ genre when discussing a case with his colleagues. The theories of 
style variation have moved from a somewhat unidimensional approach where few factors were 
considered to a broader approach encompassing a range of factors, including some factors which in 
earlier approaches were not considered relevant to the study of style variation.  
                                                          
3 William Labov mentioned in chapter 1.4 was the first to investigate style variation 
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2.1.1 Audience Design 
The approach following the Labovian Attention to Speech Approach was the Audience Design 
Approach. Audience Design was initially developed by the American sociolinguist Allan Bell, who 
claimed that people shift style in response to their audience members and not according to how 
much attention they pay to their speech. Audience Design is rooted in Speech Accommodation 
Theory (SAT) later known as Communication Accomodation Theory developed by Professor in 
Communication Howard Giles (Schillings-Estes 2002: 384). SAT worked from the socio-
psychological assumption that people tend to adjust their speech in order to win the approval of their 
addressee. The Audience Design approach, however, moved beyond the SAT model by claiming 
that not only the audience members, but also others such as auditors, over hearers and eavesdroppers 
might affect the speaker’s specific linguistic choices – consciously or unconsciously. The Audience 
Design approach is more applicable to ‘naturalistic data’ e.g. real life conversational data than 
Labov’s theory was (Schillings-Estes 2002: 384). Furthermore, it explains the link between intra-
speaker variation and inter-speaker variation as a responsive element of approach towards 
interlocutors. Finally, it claims a certain degree of speaker agency i.e. that ‘(…) speakers sometimes 
engage in style shifts that seem to have nothing to do with the makeup of their present audience.’ 
(Schillings-Estes 2002: 384).  
2.1.2 Hypercorrection 
Statistical hypercorrection is connected with what is labelled Bell’s Style Axiom. The Style Axiom 
claims that the variation of a speaker reflects and derives from his or her social class. Thus, ‘Stylistic 
variation parallels social class variation.’ (Schillings-Estes 2002: 379). However, one exception to 
this claim is the phenomenon of ‘statistical hypercorrection’ (Schillings-Estes 2002: 379). 
Hypercorrection is ‘(…) the use of higher rather than lower levels of standard variants by middle-
status group (…)’ (Schillings-Estes 2002: 379). This phenomenon has been explained by ‘(…) the 
indeterminate (and insecure) position of the lower middle class as well as the upward mobility that 
supposedly characterizes this group (…)’ (Schillings-Estes 2002: 380). In other words 
hypercorrection is used by lower social classes to enter a higher social class or to gain the respect of 
the latter. Therefore, it has been suggested that hypercorrection is ‘(…) perhaps best considered a 
socially motivated phenomenon rather than a stylistic one (…)’ (Schillings-Estes 2002: 380). This is 
based on the fact that this phenomenon involves only one social group. 
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2.1.3 Hyperstyle 
One phenomenon that does concern all social classes has to do with hyperstyle variables. These are 
variables that are more related to style than social class variation. Thus, these variables are not 
restricted to social groups but are seen in different speech styles. This could be explained by the 
level of awareness of different language features so that ‘(…) features of which speakers are highly 
conscious often show erratic behaviour on style shifting (…)’ (Schillings-Estes 2002: 381). 
Additionally, sociolinguist Peter Trudgill has noted that ‘(…) in cases of dialect contact, highly 
noticeable features are often subject to HYPERDIALECTISM, or overgeneralization into 
environments where they are not linguistically expected.’ (Schillings-Estes 2002: 383). Thus in a 
case of style shifting, highly noticeable features of the particular language variety shifted into may 
be pronounced in a place where it would not normally be pronounced by a vernacular speaker. 
Albeit these exceptions, it remains clear that stylistic and social class variation are to a high degree 
interconnected.  
2.1.4 Speaker Design  
The most recent approaches to style variation have been labelled Speaker Design. Speakers make far 
more initiative shifts than assumed at first and in fact these shifts are just as pervasive as responsive 
shifts. Therefore, Speaker Design approaches view style variation ‘(…) not as a reactive 
phenomenon but as a resource in the active creation, presentation and recreation of speaker identity.’ 
(Schillings-Estes 2002: 388). Speaker Design approaches are based on social constructionist theories 
within which linguistic features and speech patterns are perceived as ‘(…) resources speakers use to 
shape and re-shape social structures such as class and gender groups, as well as their positioning 
with respect to these structures and with respect to one another.’ (Schillings-Estes 2002: 389). The 
key notions in these new approaches are social practice and speaker agency. Speaker agency 
concerns more precisely: ‘(…) why people make the stylistic choices they do rather than simply 
which choices correlate with which situations.’ (Schillings-Estes 2002: 389). In this view, even 
responsive shifts are seen as initiative: the speaker chooses to react in a certain way, be that 
normative or not. 
With the Speaker Design Approach, sociolinguists look at a broader range of features than just the 
phonological and morpho-syntactic features used by the scholars of traditional language variation. 
Now also ‘(…) lexical, pragmatic and discourse-level features, as well as paralinguistic features 
such as intonation contours, and even non-linguistic features (...)’ are the basis for investigations 
(Schillings-Estes 2002: 390). Dialect performance has been investigated by the researchers Nikolas 
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Coupland and Natalie Schillings-Estes, who have found that not only external factors like audience, 
setting or topic, but also internal-speaker factors like purpose, key or frame may have an influence 
on the choice of language. Thus, stylistic variation is for instance utilised in order to ‘(…) 
accomplish different purposes and establish different types of joking keys’ (Schillings-Estes 2002: 
389).    
2.2 Further Theorizing and New Approaches  
Nikolas Coupland’s review article Language, situation, and the relational self: theorizing dialect-
style in sociolinguistics offers a further approach to dialect and style which appears to be relevant to 
the analysis of cases concerning style variation in mass communication. Coupland is arguing for a 
new way of approaching the concept of style within sociolinguistics. He acknowledges earlier 
attempts to renew the concept of style, but he accuses them of being only a reconfirmation of ‘(…) 
the quantitative, variationist, unidimensional approach to style, leaving it conceptually isolated from 
other important theoretical traditions in sociolinguistics, let alone the wider analysis of human 
communication and social interaction’ (Coupland 2001a: 186). Instead, he is opting for a 
multidimensional approach to sociolinguistic studies of style which draws in contemporary theories 
of ‘(…) social theorizing about language, discourse, social relationships and selfhood (…)’ 
(Coupland 2001a: 186). 
2.2.1 Communication Sciences 
Coupland finds it necessary then to make a distinction between ‘(…) variation within and across 
ways of speaking (…)’ on the one hand and ‘(…) variation in “dialect style” (…)’ on the other 
(Coupland 2001a: 186). If not making a distinction between these, considerations of communicative 
purposes tend to be overlooked i.e. there is no distinction between instrumental, relational and 
identity goals. This has been emphasized in research made in the field of communication sciences 
and Coupland calls for a similar approach in the analysis of style, where he perceives the distinction 
as having a natural significance. He bases this view on the general recognition within 
sociolinguistics of style as ‘(…) the dimension of intra-personal variation, somehow linked to 
variation in situational context’ (Coupland 2001a: 188). From this he leads that it would be natural 
to try to explain the function of style ‘(…) in terms of individuals’ social motivations and projected 
outcomes (…)’ (Coupland 2001a: 189).  
In this way he shares the view of other scholars seeing language not only as a determinant of the 
social situation but also conditioned by it. Therefore style should both be considered as a situational 
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achievement and at the same time as fulfilling communicative purposes (Coupland 2001a: 189). 
Moreover, Coupland argues for an analysis of dialect style which takes into consideration ways of 
speaking in general because he perceives dialect styles as an integrated element in a community’s 
shared cultural background. He writes that ‘Dialect styles become meaningful for our self-identities 
and our relationships through the ways in which they cross-refer to other symbolic processes in 
discourse.’ (Coupland 2001a: 191). 
2.2.2 A Bakhtinian View on Dialect Style 
In order to support the view on style as embedded in the socio-cultural context, Coupland draws in 
the Russian Formalist Bakhtin’s4 theoretical writings regarding the concept of heteroglossia5. In 
Bakhtin’s view ‘”Every register is a typification, a style, the bearer of specific sociocultural 
intentions; at the same time register is the bearer of self-referential identity which we recognize as 
such.”’(White 1984: 124 quoted in Coupland 2001a: 196). Furthermore, because all discourse is 
based on previous utterances, according to Bakhtin, ‘(…) styles are never internally uniform, since 
“the word in language is half someone else’s”’(Coupland 2001a: 196). Therefore, dialect style can 
be said to always represent both the social and the personal and Coupland emphasises the need for 
seeing language and consequently style as person variation (Coupland 2001a: 197). Moreover, he 
proposes an approach to style within sociolinguistics that views dialect style as ‘(…) a special case 
of the presentation of the self, within particular relational contexts – articulating relational goals and 
identity goals (…)’ (Coupland 2001a: 197). His argumentation for this is that the identificational 
processes which dialect style is involved in have been understated in Speech Accommodation 
Theory and that sociolinguistics would benefit from a view on dialect style as being affected by 
individuals. In other words, he opts for perceiving a dialectic relationship between the individual 
and the social. ‘It is in relation to group norms that stylistic variation becomes meaningful; it is 
through individual stylistic choices that group norms are produced and reproduced’ (Coupland 
2001a: 198). 
                                                          
4 Mikhailovich Bakhtin (1895-1975). He was a member of a contemporary Russian school of thought whose work 
focused on the importance of questions of signification in social life. They were examining the way in which language 
registered the conflicts between social groups. The central views are that linguistic production is dialogic, that is: 
‘formed in the process of social interaction’ which leads to ‘the interaction of different social values being registered in 
terms of reaccentuation of the speech of others’.  (Fieser and Dowden 2005) 
5 ‘”Heteroglossia” is the struggle – of people through language – to maintain, assume, or subvert positions and control’ 
(Coupland 2001a: 196).  
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2.2.3 Persona and Identity 
Related to the Audience Design approach is also the notion of speakers’ projection of self-identities 
‘(…) attuned to the preferences and ideological predispositions of audience members.’(Coupland 
2001a: 201). Coupland claims that the social judgement of speech style is embedded within the ‘(…) 
individual’s personal and social identity (…)’(Coupland 2001a: 198). Thus style variation in terms 
of persona management is an addressee related matter, where the ‘(…) “designing [of] a persona for 
an audience,” in Bell’s terms, need not be a matter of reducing similarities between participant’s 
speech characteristics. It could be offering a compatible or complementary persona.’(Coupland 
2001a: 201). Thus, a case of dialect style where the analytical elements variably project an image of 
the speaker’s personal identity while other elements project a certain group affiliation or 
conventionalised social meanings could be an addressee related shift specifying identity and 
relational goals, either initiative or responsive. ‘Dialect-recipiency is therefore the negotiated 
evaluation of a speaker’s projected persona relative to the local contextualization of talk, but also 
relative to listeners’ personal experiences and normative expectations.’ (Coupland 2001a: 202). 
In short, Coupland argues for a substitution of the established method of analysing style with a more 
analytical approach. Pointing to the fact that ‘(…) the data appear to demand a far broader, more 
flexible, interpretive, and ethnographic apparatus to capture the stylistic processes at work.’ he 
argues for an approach to the study of style which draws in theory from communication studies and 
other related areas. (Coupland 2001a: 209). His approach implies paying attention to the conscious 
use of expressions or elements pointing to the shared knowledge of the speaker and the audience.  
2.2.4 Coupland’s Method Applied 
Coupland uses his own case study from 1985 on style shifting made by the Cardiff disc jockey, 
Frank Hennessy (FH) as an illustration of his theoretical points on dialect style. Based on recordings 
of Frank Hennessy’s radio show, Coupland gives the following description of the radio DJ.  
‘(…) FH is clearly a media “performer” in the specific sense of seeking to entertain and 
develop his media persona(s) with a degree of self-consciousness and overt planning and 
scripting. Variation in his speech and in particular his dialect should therefore be said to be 
not only styled but stylized (…).’(Coupland 2001a: 209) 
Thus, Coupland explains that FH in his choices of style support the Bakhtinian understanding of 
language where ‘(…) the utterance is constantly (and to some extent unconsciously) producing a 
plenitude of meanings, which stem from social interaction (dialogue).’ (Selden et al. 2005: 40). This 
way FH uses and builds on ‘(…) his own and others’ (…)’ utterances which then ‘(…) enters into 
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one kind of relation or another (builds on them, polemicizes with them, or simply presumes that they 
are already known to the listener).” (Bakhtin 1981: 69 quoted in Coupland 2001a: 209). 
From the belief that all utterances are part of and create a collective language Coupland supports his 
analysis of FH’s use of dialect style with Bakhtin’s statement that, ‘“Our speech …is filled with 
others’ words, varying degrees of otherness and varying degrees of ‘our-own-ness’” which “carry 
with them their own evaluative tone, which we assimilate, rework and reaccentuate” (…)’(Bakhtin 
1981: 89 quoted in Coupland 2001a: 209-10). Coupland uses the case study of FH to give an 
example of how style can be changed consciously for communicative purposes, and thereby 
supports his point that style cannot be analysed merely as a situational feature. FH is using his 
Cardiff dialect, as well as other dialect styles, to point to the collective cultural knowledge of his 
listeners and in this way adding to the messages he is conveying to his audience. 
2.3 Stereotyping 
Stereotyping is a controversial subject much discussed in the sphere of social science literature 
especially in connection with ‘(…) contact and interaction by various ethnic groups within and 
across modern nation-states.’ (Apte 1997: 608). However, it is also a significant concept with regard 
to ‘(…) the exploration, discussion and analysis of ethnic humour, especially ethnic jokes.’ (Apte 
1997: 608). The term stereotype was first coined in 1922 by the American journalist Walter 
Lippmann, who defined it as ‘(…) a mental picture formulated by human beings to describe the 
world beyond their reach.’ (Apte 1997: 608). In this view the stereotypes are at least partially 
culturally determined, although they may be founded on factually incorrectness and thus are ‘(…) 
products of a faulty reasoning process.’ (Apte 1997: 608). Today, stereotypes are considered to be 
overgeneralizations that focus on ‘(…) the knowledge of other sociocultural groups, especially 
factual and putative racial and ethnic characteristics and their behaviour.’ (Apte 1997: 608-9). It has 
also been argued that prejudices are an integral part of stereotypes, especially of the negative ones 
and that ethnocentrism is ‘(…) a major cause for developing negative stereotypes.’(Apte 1997: 609).  
2.3.1 Language and Stereotyping 
As language is culturally shared, it is ‘(…) collectively defining and preserving stereotypic beliefs.’ 
(Maas and Arcuri 1996: 194). On the more general level, stereotypes are wired into the vocabulary 
of a language and the most obvious function of language is thus the transmission of culturally shared 
stereotypes between generations and between persons. Moreover, the transmission of language-
mediated stereotypes can be placed in at least one significant context, namely mass communication. 
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With regards to the study of stereotypes in mass communication, ‘(…) discourse analysts have 
argued very forcefully for the hypothesis that prejudice is acquired and transmitted through 
discursive communication.’ (Maas and Arcuri 1996: 195). In other words, mass communication is 
concretely one of the significant contributors in transmitting stereotypic beliefs, and studies have 
shown that ‘(…) ethnic, racial and gender stereotypes are (re)produced in news reports, in textbooks, 
and in talk.’ (Maas and Arcuri 1996: 195). Mass communication, however, uses both linguistic as 
well as non-verbal devices, such as body language and mimics, for transmitting stereotypes. It 
appears then that ‘(…) stereotypes are closely – if not inseparably – linked to language. Indeed, it is 
difficult to imagine language-free stereotyping.’ (Maas and Arcuri 1996: 220).  
As we have seen in relation to the theoretical approaches of style variation, language fulfils an 
identity-expressive function. Based on the Speech Accommodation Theory described earlier ‘(…) 
intergroup situations tend to activate sociolinguistic stereotypes, such as those associated with male 
versus female speech, or Black versus White speech, which in turn induce divergent or convergent 
shifts in language use.’ (Maas and Arcuri 1996: 217). Thus, depending on the type of intergroup 
relation and how strong the linguistic identity of the speaker is, shifts will occur in order to either 
distance or approach the speech of the addresser in relation to the addressee. Hence, studies have 
shown that ‘(…)high-status speakers converge to lower status participants by means of slowing 
down their speech rates and non-standardizing their accents for “cognitive” reasons, that is, to 
facilitate the recipients’ understanding of the message.’ (Maas and Arcuri 1996: 218). Oppositely, 
low-status speakers ‘(…) quicken their speech rates and standardize their accents in order to 
enhance their perceived competence in the eyes of the [high status speakers].’ (Maas and Arcuri 
1996: 218). This is all done on account of which perception the addresser has of the addressee, i.e. 
what stereotyping pattern the addresser holds. However, a theoretical model that would 
systematically link language to stereotyping has yet to be provided. Although, socio-psychologists 
Maas and Arcuri do suggest, that the language analysis would be ‘…an interesting (and largely 
obtrusive) methodological tool, allowing access to the more subtle, less controlled processes of 
stereotyping.’ (Maas and Arcuri 1996: 220).     
2.4 Conclusive Points to Theory Chapter 
Having established the present theoretical framework, a brief summary and a preliminary evaluation 
of the theories in play will be given here. Firstly, the Coupland article appears to provide a valuable 
theoretical framework for the analysis of various cases within mass communication where one can 
find examples of the use of different dialect styles. The reason for this is that Coupland’s theorising 
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of dialect style moves beyond the perception of dialect style as a situational feature conditioned by 
e.g. the Labovian attention paid to speech. Without a multidimensional approach to the study of 
dialect style, involving a focus on communicative purposes, personal identity making and socio-
cultural knowledge, sociolinguistic theories are not very applicable to case studies of mass 
communication which use dialect style actively. Thus, Coupland’s article establishes a coherent 
theoretical framework within the field of dialectology and sociolinguistics which we can use for 
analysing a case of dialect humour such as Smack the Pony. 
We also find that the theory on stereotyping provides yet another important aspect for the 
forthcoming analysis since it is highly stereotypical images of women being conveyed in the 
selected sequences of Smack the Pony. Since this is a television show, we have come to realise that 
it is also important not just to include the phonological features in our analysis. Also discourse 
features such as lexical choices and morphosyntactic issues as well as non-linguistic features such as 
body language, mimicry and appearance are as important in generating the particular feminine 
stereotypes. Finally, we find a connection between style variation and stereotyping in that style 
variation has to do with dialect and dialects constitute the essence of linguistic stereotyping.  
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3. Analysing a Smack the Pony Performance  
This chapter will provide a close analysis of seven sequences selected from two episodes of Smack 
the Pony. We will start by shortly outlining the guiding principles for the forthcoming analysis. First 
of all, it is important to clarify that the analysis works on two levels, which despite their 
interconnectedness, are important to distinguish between.  
The first level is the script writer level which refers to the planning or scripting of the acting in 
Smack the Pony. On this level, we will attempt to analyse the ideas behind the creation of humorous 
stereotypes and, consequently, investigate why and how certain features are being used. This will be 
deduced from the areas of phonetic, paralinguistic and discourse features used in the satirical 
sketches. The second level is the fictional character level where we will also analyse the 
abovementioned areas of phonetic, paralinguistic, and discourse features to discover more about 
why the fictional person in the advertisement acts and speaks the way she does. This implies that we 
are going to analyse the utterances of the fictional person as if she was a real person, or a subject 
participating in a sociolinguistic case study. The core argument for taking the characters in the 
contact advertisement as seriously as if they were real is that the performance to a large extent can 
be said to reflect reality. In fact, we argue that acting generally reflects reality, and one of the 
greatest challenges of being an actor is that you have to be able to put yourself in the place of 
another person, imagining how this person would react in certain situations. Thus, we regard the 
advertisements as being both performed acts and at the same time reflections of reality. The scripted 
re-actions which we find in the case study are therefore not qualitatively different from those of real 
people; they are only different in quantity. We believe that it is crucial for our analysis and the 
results we will obtain to distinguish between these two levels. On both levels, we can apply the 
sociolinguistic theories of style variation, but the difference lies in the fact that on the script writer 
level we will also be able to draw in knowledge about the creation of stereotypes in order to get a 
deeper understanding of the mechanisms in play when using dialects and style variation for creating 
these humorous stereotypes. The fictional level is important because it sheds light on the way that 
individuals use stylization and style shifting. Here it is useful to draw in the concepts presented in 
the theory chapter like Audience Design as well as the multidimensional approach to style shifting 
for which Coupland is arguing.  
Moreover, separating the two levels and interpreting the fictional level as an example of reality 
justifies the act of combining a somewhat unusual case study with sociolinguistic theories on style 
variation. We have selected the seven sequences from Smack the Pony according to their different 
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qualities in relation to a study of dialect and style variation e.g. because of a significant dialect of 
English, a noticeable use of hypercorrection etc.  
3.1 Social Status Continuum of British Dialect Variants. 
There appears to be a social status continuum ranging from the least prestigious dialect variety of 
British English to the most prestigious variety in some of the sequences. We have chosen to use this 
as a framework for the varieties of the first four sequences and we have organised the analysis as 
follows: The first four of the sequences have been rated along a continuum of the British English 
dialects going from the least prestigious ‘London dialect’ to Estuary English and further on to 
Received Pronunciation (RP) finally reaching a very posh variety of RP. After that follows three 
sequences representing different varieties of English in the world, namely Australian, American and 
Irish English.  
3.1.1 Working Class London speech  
Sequence 1
I like to go out with blokes who’s ehm... really long, hairy, fat, tattooed arms that  
••• 
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
••••••••••••••• 
drag along the floor. Ehm.. most of the blokes that I’ve been with, pardon my 
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••• 
French, they’ve just had ordinary length arms with no embellishments. Did I say  
••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••-
••••••••••• 
arms? No, I ... I meant penises or peni. 
•••••••••••••••••••••••••••••••••••••••••• 
 
Phonological features 
Phonologically, this variety belongs at the bottom of the social status continuum of British English 
and the character in this contact advertisement, Susie, speaks a variety which can be labelled a 
working class London-dialect. This can for instance be heard in the pronunciation of the diphthong 
in a word like go which in RP is pronounced /••/, but in this dialect is pronounced /••••(Altendorf 
and Watt, 2004: 188)••In RP the diphthong is in a central position between half-open and half-
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close moving towards a centralized back position just above half-closed. In this variety, it is placed 
just in front of centre between open and half-open moving towards a centralized back position just 
above half-closed, i.e. the onset of the diphthong is in the working class London-dialect more front 
and more open.  
In relation to consonant sounds we can detect characteristics of a working class dialect in words like 
length which in RP would be pronounced /••••••••but which the character here pronounces as 
[•••••• Thus, the character pronounces the word final /•/ as /•/ i.e. she makes the sound non-
voiced labio-dental instead of non-voiced dental. The London-dialect can also be found in the 
pronunciation of words ending with the voiceless alveolar consonant /•/. Here the character 
pronounces words like out and fat with a glottal stop i.e. [•••] and [•••] where it in a dialect 
variety resembling RP would have been pronounced /•••/ and /•••/. An excessive use of glottal 
stops is a feature which is very common for people speaking a working class dialect of South 
England (Altendorf and Watt 2004: 192-3).  
Moreover, Susie’s dialect can be categorised according to her pronunciation of the liquid /r/ heard in 
the word French. Normally, this word is pronounced /••••••/, but here it sounds more like 
[••••••]. The character pronounces the /r/ more fronted in the oral cavity; one could almost say 
that she pronounces it as labio-dental rather than the more standard alveolar pronunciation. This 
feature of fronting the /r/ has existed in the English language for many years, and the pronunciation 
of /r/ has over the years become more and more fronted to the point where some people today 
pronounce it as a labio-dental so that it sounds like an /•/ (Foulkes and Docherty, 2000: 30). 
 
Paralinguistic Features 
Concerning the paralinguistic features the character in the sequence is the aforementioned Susie, a 
woman of twenty-eight. She is dressed in a denim shirt and has an excessive use of make up with 
plenty of rouge, heavy blue eye shadow and blatant purple lipstick. Her hair is brown and not well 
combed and she has a tattoo shaped like a spider on the right side of her neck. We believe that the 
excessive makeup, the uncombed hair and the tattoo are features the script writers have imposed in 
order to create a stereotype of a person from a working class environment. With regard to body 
language, the character is looking up into the air every now and then as if searching for the right 
words. This could be interpreted as something she is doing because she is concentrating hard on 
finding the right words or simply because she is shy or uncomfortable with the situation. Moreover, 
the character in the sequence has a speech impediment. One could interpret this as a consequence of 
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the social class of the character, thus assuming that because she comes from the lower classes the 
speech impediment has not been corrected when she was a child. 
Moreover, there is a little hesitation in the speech of the character when she is talking about the men 
that she has been with. It would seem that she feels she has said something vulgar and thus hesitates, 
however it is not until the end of the sequence that  it is made clear to the audience that she is 
actually talking about sex and not just about relationships in general. Similarly, hesitation in the 
speech occurs when Susie discovers that she has made an error in saying arms where she actually 
meant penises. It seems as if she only realises in that same second that throughout her speech she 
has been speaking of something different or that at least the message she wishes to convey has been 
somewhat unclear. 
 
Discourse Features 
On the fictional level Susie is trying to make her speech more middle class which can be seen when 
she hyper-corrects penises to peni. In relation to Bell’s style axiom, hypercorrection is only found in 
lower social classes where speakers try to enter a higher social class. Thus, she appears to try 
making the plural version of the noun penis into a Latin plural word ending, like in the word focus 
which in plural is foci. The character also uses words and expressions like embellishments and 
pardon my French. These appear to be expressions of a more upper class language variety than the 
variety generally used by Susie. The last expression pardon my French seems to be used wrongly 
because an expression like this would normally be used in relation to inappropriate language. 
Inasmuch as Susie does not use inappropriate language, she does however intend to talk about sex 
and male genitals but ends up doing it in at rather refined way. Thus, the humorous aspect lies in the 
fact that the viewer only at the end comprehends what she is actually meaning. There is some 
ambiguity in Susie’s message in relation to what type of man she is looking for. In the beginning she 
says she likes to go out with men who have long, hairy, fat arms with lots of embellishments, but 
towards the end of the advertisement she corrects herself and changes the noun from arms to 
penises. Not mentioning the fact that she apparently is attracted to men with long, hairy, fat and 
tattooed genitals, it would seem from her discourse that she is searching for a man from the working 
class. Without confusing the two nouns arms and penis, her message seems to relate to stereotypes 
of working class men, often having tattoos, being hairy and perhaps fat. 
The script writers may have chosen to call the character Susie because it is a name often found in the 
lower classes of British society. This particular name is again an indication of a stereotype person 
from a working class environment. Moreover, the mixing up of nouns and the hypercorrection with 
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the Latin word ending could be a display of the characters lack of education, which is also shown in 
the use of the expression pardon my French.   
 
Theory 
In this sequence, we can find examples of different types of style variation, i.e. the aforementioned 
hypercorrection which the character, supposedly, uses in order to place herself in relation to social 
status. This so-called statistical hypercorrection is a feature which in connection with Bell’s Style 
Axiom is only found in lower social classes when people try to appear more upper class. The 
character also style shifts with regard to the lexical choices, i.e. the expressions such as 
embellishments and pardon my French, and again, it seems that this is done to appear more upper 
class than she is or perhaps she is trying to gain respect from the people she is addressing, i.e. the 
implied audience, her potential partner.  
On the script writer level, we argue that the character using these features is a stereotype of a 
working class woman and it is this type of person the script writers have wanted to make fun of. The 
stereotyping comes from the character not making the right lexical choices when she hypercorrects, 
using words which are obviously wrong or non-existing according to conventional grammatical 
rules, i.e. peni. This could be perceived as an example of dialect humour in play. The script writers 
have perhaps wanted to create a stereotype of a person who is so unintelligent that it makes the 
audience feel superior. The show is probably aimed at a middle class audience where people will 
find it difficult to identify themselves with Susie and instead find her amusing or ridiculous. The 
script writers are here playing on the Bakhtinian view of language, that speech is filled with other’s 
words and reflects the common knowledge and shared cultural backgrounds of the addressees as 
well as the addresser, as they make Susie misuse a common word – seemingly in an attempt to speak 
Latin. Most middle class people will intuitively know that she uses it wrongly as well as be able to 
figure out why she does it and therefore find it amusing. 
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3.1.2 Estuary English 
Sequence 2
Woman: Ehm... this is my boyfriends, sorry it’s my ex, it’s my ex-boyfriend.  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••• 
And... eh... because I talk about him all the time I thought it’d be really good 
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
••••• 
if I brought him in, ehm... and did the video with him so that you can kind of see 
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••••• 
what you might be in for because I really do talk about him quite a lot, I sort of  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
••••••••••••••••••••• 
mention him quite a lot, and he’s kind of a constant presence, kind of  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••• 
hovering. 
•••••••••• 
Man: Not physically hovering cause I can’t do that obviously. 
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••• 
Woman: Stop it. You’re so funny. 
•••••••••••••••••••••••••••• 
Man: Just get on with it. 
•••••••••••••••••••••••  
Woman: Yeah, and eh... yeah because I kind of pretend I’m all right with the  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••• 
situation, he kind of comes out of this quite a lot. So ehm... you get to  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••••• 
meet him and ehm... get to know him. 
•••••••••••••••••••••••••••••• 
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Man: And I should point out again ...  that I’m - I’m secretly aware of all this and so 
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••••••••• 
I’m gonna do my best to•stop you feeling too uncomfortable because the truth is you  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
••••••••••••••••••••••• 
 
have my deepest sympathy. 
••••••••••••••••••••••••••• ] 
Man: Oh no no no 
••••••••••••••••••••••• 
Woman: Please... 
••••••••• 
Woman: Please, can’t we at least discuss it? 
••••••••••••••••••••••••••••••••••••••••• 
 
Phonological Features 
In relation to the phonetic features, the dialect variety in this sequence can be placed a bit higher on 
the social status continuum than the sequence above. The characters in this sequence speak a variety 
of British English which can be categorised as Estuary English. Estuary English is a term coined in 
1984 by the British scholar David Rosewarne (Altendorf and Watt, 2004: 185). The term has been 
much discussed and whereas journalists and literary authors have accepted the term and use it to 
label different trends within the British English language, sociolinguists have remained more 
sceptical towards it. Many scholars find that it is really just a new word coined to describe a variety 
which is not new. According to Rosewarne’s description of Estuary English it is ‘(…) a mixture of 
non-regional and local South-eastern English pronunciation and intonation. If one imagines a social 
continuum with RP and London speech at either end, ‘Estuary English’ speakers are to be found 
grouped in the middle (…)’ (Rosewarne 1984: 29 quoted in Altendorf and Watt 2004: 185). 
One of the characteristics of Estuary English can be found in the female character’s pronunciation of 
the word good which in RP would be pronounced /•••/, i.e. the vowel would be in a centralised 
back position just above half-close. However, the female character pronounces it here as a slightly 
more fronted vowel so that it becomes [•••]. Moreover, the characters pronounce final /t/ as a 
glottal stop, for instance when the woman says quite a lot [••••••••••••••or when the man 
says that I’m [••••••••. However, they do not use as many glottal stops as the speaker in the 
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sequence before. This could be explained by the fact that middle class speakers tend to avoid using 
too many glottal stops as this could associate them with lower class speakers. As mentioned above 
an extensive use of glottal stops is characteristic of lower class speech varieties and it is therefore 
highly stigmatized. (Altendorf and Watt 2004: 192-3). Moreover, the character pronounces word 
final /t/ either with very weak plosion or as a voiced /d/ when it precedes a vowel, for instance, when 
the man says point out again [••••••••••••••••••or when the woman says about him 
[•••••••••••and brought him in [•••••••••••••••. In these two last examples, the female 
character a feature called H dropping on the word him. H dropping is a feature that the London and 
the South-eastern accents have, which ‘(…) tends to be avoided by middle-class speakers, except in 
contexts in which H dropping is “licensed” in virtually all British English accents (in unstressed 
pronouns and verbs (…))’ (Altendorf and Watt 2004: 192). Thus, the H dropping in this case may 
not be an indication of the characters social class status or even of the Estuary English accent, 
however, it is clear that the characters are not speaking RP. Finally, we can observe an l-vocalisation 
in this sequence. For instance, the female character uses l-vocalisation when she says all right 
[•••••••• in which she vocalises the /l/ in the first syllable so it becomes a part of the vowel 
sound and this is a feature seen in post vocalic positions in dialects from the South of England. 
(Altendorf and Watt 2004: 195)  
 
Paralinguistic Features 
The sequence displays two persons: a woman sitting down making the contact advertisement and a 
man standing behind the woman – most of the time only the lower part of his body being visible. 
She has red curly hair and is wearing a green cardigan, a black top and a necklace. He is wearing a 
check patterned shirt, jeans and a large wrist watch. His body language indicates that he does not 
want to be with the woman anymore, but it seems that she refuses to understand this. For instance, in 
the beginning of the advertisement she tries to mend his clothes but he pushes her away, and at 
another point she tries to touch his stomach or hold his hand but again he pushes her hand away and 
turns her face towards the camera. He also slaps her on her back when she presents him as her 
boyfriend. Due to the fact that he is upright, it seems as though he does not want to be in the present 
situation. The difference in the physical position of the characters could also be interpreted as an 
indication of the power relation between the two. He is on top of the situation both physically and 
emotionally, whereas she is very dependent on him and inferior both in a physical and emotional 
sense.  
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The female character has a very fast speech rate. The reason for this could be that she is very 
nervous about the situation because her ex-boyfriend is standing there watching over her. She says 
that she kind of pretend[s] to be all right with the situation, i.e. that they are not together anymore, 
while making a sign with her fingers as if signalling that she really is not all right at all. The use of 
the word pretend and the sign she makes with her fingers indicates that she has not accepted the 
state that their relationship has ended. Probably it is the ex-boyfriends idea that she should make a 
contact advertisement and she has asked him to be there. 
The intonation pattern of the female character changes from rather monotonous when speaking to 
the camera to a more flirting and vivid intonation when speaking to the ex-boyfriend as in: Stop it. 
You’re so funny. This style shifting can be interpreting as reflecting her emotions respectively 
towards the ex-boyfriend and her lack of interest in the implied audience and the fact that she is not 
really interested in finding a new partner through a contact advertisement. 
 
Discourse Features 
It is clear that the two characters used to have a relationship which has ended and that the woman 
has not yet accepted this fact. As mentioned before, she introduces him as her boyfriend but corrects 
this to ex-boyfriend when he slaps her on the back. The fact that she uses the word boyfriend instead 
of ex-boyfriend indicates her reluctance to accept the fact that they are no longer together. 
Moreover, at the end of the sequence she asks him if they can’t at least discuss it. Again this is an 
example of the fact that she has not accepted the break up and that she still hopes it is not really 
over, i.e. perhaps they could mend things if they at least discuss it. It would seem that the script 
writers are trying to convey a stereotype of a woman who loves too much, i.e. the helpless woman 
who is too dependent and therefore looses her own dignity.  Furthermore, it is typical for women to 
say, can’t [we] at least discuss it and women are often mocked for their tendency of wanting to talk 
things over again and again, whereas men talk about things once and then they are over and done 
with. When the woman says this at the end of the sequence, the man leaves, and the reaction of both 
characters are in perfect accordance with stereotypical ideas about gender roles.The woman also 
states that she talk[s] about him quite a lot, kind of mention[s] him quite a lot, which shows that she 
is conscious about her obsession with him.  
    
Theory 
On the fictional level, the female character shifts between different speech styles when addressing 
either the camera or the male character. When speaking to the camera she is serious and does not 
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smile very much. When addressing the male character she smiles and laughs a lot, which obviously 
has to do with the fact that she is trying to flirt with him. One could see her style shifting in 
connection to the Audience Design approach. There seems to be two audiences present for the 
fictional character: the male audience of potential future partners and the ex-boyfriend. One 
difference between the two types of audience is that the man is physically present. It seems clear 
from the discourse of the female character that she is conscious of the man’s presence, also when 
she addresses the fictional audience. When she explains taht he is hovering over her in a meta-sense 
to the fictional audience and the man interrupts her saying that he is not physically hovering, she 
starts giving him compliments, e.g. you’re so funny. Furthermore, she hesitates a great deal when 
addressing the fictional audience, which could be an indication of her awareness of the man 
listening. Thus, according to the Audience Design approach, she is most likely seeking the man’s 
approval and that is making her change style. She seems to forget about the fictional audience when 
addressing the man, which again has to do with the fact that she wishes to re-establish her 
relationship with the man and not create another one with a person from the fictional audience.  
We believe that the script writers in this sequence have sought to create a stereotype of a woman 
deceiving herself by not wanting to realise that her relationship with the man is over. The woman-
who-love-too-much stereotype is certainly in play here and the stereotype has more of a gender 
quality than a ethnic or social status quality. 
 
3.1.3 Received Pronunciation (RP) 
Sequence 3 (Name: Briony, age: 28) 
Hi there. My name is Briony. I’m twenty eight and I’m not looking for the one. I’m  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••••• 
looking for the one before the one, because ehm... work’s going quite well at the  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
••••••••••• 
moment. To work at The Economist is all very interesting. I don’t really want to  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••••••••••• 
settle down and have children just yet, so I’m looking for somebody who is either  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••••••••••• 
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staggeringly good looking but a bit dull or someone who is absolutely hilarious  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••• 
but ehm... ugly, so that I can go out with him for a few years and get confused but  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••••••••••• 
ultimately realise that he is not the eh...total package. 
••••••••••••••••••••••••••••••••••••••••••••••••••••• 
 
 
Phonological Features 
The character displayed in this sequence is speaking with a southern dialect variety of English, 
which is closely related to what is known as the standard variety in Britain, namely Received 
Pronunciation (RP). Originally this pronunciation was used by upper class people from South of 
England, who had attended the great public boarding schools6. Although the variety today is used by 
a broader group within English society, the British sociolinguist Clive Upton argues that, ‘(…) a 
commonly-held view persists that RP is a very narrow class-based and region-based variety of 
English pronunciation.’(Upton 2004:218). Today we can distinguish between many varieties of RP7 
and as touched upon in the definition of terms the standard is in itself a variety. Nevertheless, a 
useful distinction can be made between a general variety of RP which is neither associated with 
social status nor with a specific region and a slightly different variety labelled traditional RP or trad-
RP. In most respects the two varieties are alike but the latter encompasses an array of sounds which 
many English people consider particularly old-fashioned or affected (Upton 2004: 219). As many of 
the phoneme sounds are pronounced alike in RP and trad-RP, the distinction between the two 
varieties is actually based upon examples where they differ, and therefore we have chosen only to 
draw in these significant differences – in order to be able to make a comparison.  
The character is pronouncing the vowel sounds in a way which to a large extent is characteristic of a 
trad-RP speaker. This can be heard when she pronounces words like have, staggeringly and 
absolutely which are all pronounced with a TRAP-vowel, /•••i.e. in a front position somewhat 
above open. In modern RP there is a tendency to articulate the front vowels somewhat lower, so the 
                                                          
6These are private boarding-schools where you have to pay a tuition fee.  
7 Upton mentions as many as nine varieties of RP: “Upper-class RP” (U-RP), “mainstream-RP”, “adoptive RP”, “Near-
RP” and “quasi-RP”, RP, “trad-RP”, “Refined-RP” and speculative RP (Upton 2004: 219).  
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vowel quality in the abovementioned words becomes [•], which is both lower, further back and 
more open. Other of her articulations of vowel sounds show that the character speaks trad-RP, for 
instance the vowel in the word work which here is pronounced as [•:], that is a central position 
between half-open and half-close. The placing of this vowel has changed and its pronunciation today 
varies considerably among speakers from half open to half close or higher. Therefore, it has become 
more common among transcribers of modern RP to use the symbol [•:] (Upton 2004:224).  In 
relation to the use of diphthongs the character also displays a trad-RP pronunciation. In words like 
my and either she pronounces the diphthong [••], a feature which is heard in trad-RP speakers, but 
has changed in the modern variety of RP. The starting point for this diphthong can in the latter 
variety be anywhere from centralized front to centralized back, and more commonly the starting 
point is /•/ (Upton 2004:225).   
In relation to the articulation of consonant phonemes, there is not a great difference to be found 
between trad-RP and modern RP (Upton 2004:227). However, we find it noteworthy that the 
character has a very strong articulation of almost all the strong consonant phonemes. In words like 
twenty-eight, moment and just the voiceless alveolar stop /•/ is released with significant aspiration. 
Normally, a final strong consonant phoneme is unreleased or released with weak plosion and always 
without aspiration. Although, it is not going against any phonetic conventions, it is also noteworthy 
that the two other strong consonant stops /•/ and /•/ are equally strongly articulated e.g. in the 
words looking and package. The strong articulation of consonant sounds is a feature of this 
particular speaker, but it also adds to the general image of a trad-RP in that over-articulation can be 
perceived as rather affected.     
 
Paralinguistic Features 
In relation to paralinguistic features these are creating an impression of the character, Briony of 
twenty-eight, as a career woman. Her short blonde hair, blazer jacket, moderate makeup and classy 
necklace convey an image of a woman with style, money, career and good taste. Her body language 
is not very vivid and it is only her upper torso which is in the picture. One gets the impression from 
the way her shoulders are moving that her hands are resting in her lap. The only time her hands are 
seen is when she is making a movement accompanying the phrase before the one. This movement is 
made to illustrate what she says and generally her body language gives an impression of a very 
controlled person. 
In relation to the fictional level, the character seems very self-confident and relaxed. Moreover, she 
is well prepared and it seems as if she is well aware of what she is saying, at the same time she is not 
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shy about sitting in front of the camera. The only sign of a slight nervousness can be detected from 
the way she looks away from the camera every now and then, but that may as well be a natural thing 
for people to do, when they are speaking of something which is not right in front of them, but of 
something they are imagining. On the script writer level we find a stereotype of a modern career 
woman or the urban single woman. In relation to her appearance nothing seems unplanned, and what 
she is saying is very strongly adding to the impression of a much organised and quite calculating 
person. 
 
Discourse Features 
In relation to the discursive features, it is interesting firstly to look at the name of the character, 
Briony. The name is most commonly found between upper class people, and we find it notable that 
the word which resembles this name the most with regard to pronunciation is the word brainy. This 
is purely speculation; however, it would not be unrealistic if the scriptwriters had found a name for 
the character, which pointed to certain characteristics in the person. One could argue that a name 
like Briony being so close to the word brainy could have been used in order to emphasize the 
stereotype displayed in this sequence. It could, thus, be a fine name for a calculating woman who 
thinks and plans her life with her brain and not with her heart. She is a stereotype of a cold-fish-
career woman who is planning every aspect of her life. Judging from her way of speaking i.e. lexical 
and grammatical features she is clearly among the well educated and she is probably from the upper 
class society. Her way of speaking is overtly correct and she uses expressions which have a slightly 
old-fashioned ring like staggeringly good-looking and hilariously funny.  
In the discourse Briony clearly expresses a wish for finding a man who is not the total package. In 
other words she is looking for a man to play around with, until she is ready for the One. Judging 
from her utterances the total package for her is a man who has it all, who is flawless. She makes 
clear that her job has first priority in her life at the moment, and that she does not wish to change 
anything i.e. that is not why she is looking for a man. She says I don’t really want to settle down and 
have children…just yet. The sentence just yet is added after a small break of hesitation, and it seems 
as if she is suddenly remembering to say this. There can be many interpretations of this: On the one 
hand it could be because she realises that it would be a ‘popular’ thing to say – since having children 
is expected to be something all women eventually strive for, and on the other hand perhaps she all of 
a sudden realises that what she has said so far will not make a good impression without adding this. 
It is possible that the sentence is added as a way of attracting possible partners who would 
immediately disregard a woman who does not want to have children. Or it could also just be an 
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expression of her personal expectation of developing a wish for having children at some point even 
though she does not feel like it right now.  
 
Theory 
Looking at the advertisement from the level of the fictional person it is possible to observe a certain 
style shift when Briony is talking about her job at The Economist. In this short passage she suddenly 
uses a higher speech rate and a monotonous intonation, and it seems as if she for a short while is 
putting on her working identity of a careerist. Following Coupland’s theorizing on style this could 
be an unconscious style shift or an intentional shift which she makes in order to construct the image 
of herself as a career woman. In relation to Coupland’s idea that it is through individual stylistic 
choices that group norms are produced and reproduced, we will argue that the lexical choices she 
makes when talking about the One and the total package are also style features in play. Briony does 
not state directly what is meant by the One and the total package, and in this way she is addressing 
the collective ideas about what a woman want in a man or that it is natural for human beings to 
search for The One. The collective works in a dialectical relationship with the rest of her discourse 
as well as the paralinguistic features and altogether this make up the image she creates of herself. 
She clearly states that being good-looking and funny are qualities she is searching for in a man, and 
therefore these qualities become synonymous with the common notion of the concept the One. 
The lexical choices the One and the total package are also interesting in relation to the script writer 
level. They work in relation to the collective, but here it makes quite a difference that the 
advertisement is made with a humorous purpose and therefore everything that is said and done is 
created with this in mind. We argue that the expressions at this level are made to create an amusing 
opposition between the calculating nature of the woman presented in the advertisement and 
collective ideas about love. She is portrayed as a rather unsympathetic stereotype of a career woman 
who is planning love in an unrealistic way and has very restrictive ideas of what kind of man she 
wants to find, and it is this which clashes with collective ideas about love. 
3.1.4 Posh RP  
Sequence 4  
Okay, so I is quite wound up actually. Because I is not allowed in the gang  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
••••••••••••••••••• 
apparently, because I is not street apparently. Well, have I got news for you? I is  
 30
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
••••••••••••••••••••••••••••• 
street actually. So, I is looking for a model stroke DJ stroke street  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
••••••••••••••••••••••••••••••••••• 
figure who’s is in the gang to convince the gang that I should be allowed access.  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••••••• 
Just because I is an MP and its a bit weird... 
••••••••••••••••••••••••••••••••••••••••••••••• 
 
 
Phonological Features 
The character in this sequence has a pronunciation of vowels which is very much in line with 
Upton’s definition of trad-RP. However, there are exceptions to this which can be explained by a 
certain degree of generation-specific change taking place in all varieties of a language. This person 
is a trad-RP speaker; however, she belongs to the younger generation which is why her 
pronunciation differs from trad-RP in some ways. For instance in the word apparently which is 
traditionally pronounced /••••••••••/ the character pronounces it [•••••••••••••She 
pronounces the second vowel a bit lower than the traditional /•/ which is a front position vowel 
somewhat above open. A difference from trad-RP pronunciation can also be heard in the word 
weird. Normally, the word would be pronounced /••••/ but the character pronounces it 
[•••••••She uses a front position somewhat below half-close onset to the diphthong where it 
would normally be a centralized front position just above half close (Upton 2004: 222). 
The character’s pronunciation of the word news also differs from trad-RP. Normally, the word 
would be pronounced /•••••• but the character pronounces it [••••• which is a characteristic 
called jod-dropping meaning that the palatal glide /j/ is left out in words where /•:/ is following 
alveolars like in the words news, tune, Tuesday etc. This characteristic is found in many varieties of 
American English, but not in RP where the palatal glide is maintained. It is, therefore a bit unusual 
that the character uses this feature. However, we argue that this could be a result of a general idea 
that this is a ‘street’ way of pronouncing this word, as many examples from mass media where this 
type of subculture is displayed (rap-music, music videos, films etc.) are often American and it is this 
pronunciation which is heard.  
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Paralinguistic Features 
The person presented in this sequence is a woman dressed in a pastel coloured sweat shirt, a white 
halter neck t-shirt, wearing a striped scarf around her neck and shoulders and a posh necklace. She 
seems to be from the upper class and she says that she is looking for a man who is a model stroke 
DJ stroke street figure, which suggests that she is looking for a man from another social class than 
herself. It seems as if she has made a not very successful attempt of dressing like someone from a 
‘street’ subculture - probably in order to attract the type of man which she is referring to. Her hair 
appears to be some sort of dreadlocks but they are all in an even length, very thin and over them she 
is wearing a pink bandana scarf which is pointing straight up in the air. Maybe she has tried to make 
her hairstyle look like one of a person from a Caribbean subculture but she does not succeed and the 
dreadlocks actually look fake. In relation to body language the character is sitting very still on her 
chair, her face being the most expressive part of her. She has an injured expression on her face and 
she opens her eyes wide for instance when she says apparently. It seems that this is done as a way of 
stressing how unfair she thinks it is that she is not in the gang, she is trying so hard to become a 
member of. 
On the script writer level it seems that she is a stereotype of a person which has misunderstood the 
dress-code of the group she wishes to be a part of. The bandana is a clear indication of this as it 
could almost be said to be common knowledge that people from street subcultures normally wear it 
covering the hair and not pointing upwards. Generally, the physical appearance of the woman is 
constructed in such a way that it clashes both with the social class she seems to belong to and the 
social class she wishes to be a part of. The character makes use of the supra-segmental feature: 
creaky voice, which was common for RP-speakers in the period just after the Second World War, 
but today is considered old-fashioned. It is significant in the pronunciation of the word apparently. 
The script writers may have chosen to use this feature in order to stress the impression of a posh 
person.  
 
Discourse Features 
In relation to the discourse, the lexical choices quite wound up, allowed access and apparently are 
expressions which can be said to belong to the vocabulary of a person speaking a standard variety of 
British English and neither of the expressions are particularly slang-like. On the other hand an 
expression like to be street is clearly a slang expression most likely developed in a subculture 
milieu. In the Cambridge Advanced Learner’s Dictionary Street credibility is: ‘A quality that makes 
you likely to be accepted by ordinary young people who live in towns and cities because you have 
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the same fashions, styles, interests, culture or opinions’ (Woodford and Jackson 2003). This 
definition explain very well the observations we make when looking at this sequence, namely, that 
the character does not look ‘real’ in relation to what we have judged to be the type of subculture she 
wants to be accepted in. She uses the slang expression because she is aiming her discourse at a 
subculture group, and it can thus, be interpreted as if she is style shifting because she is addressing 
persons from this group who knows what it means to be street. The same is what happens when all 
the way through the contact advertisement she is using the expression I is. This is a grammatical 
feature which is considered erroneous in standard British English, but is integrated in e.g. varieties 
of Caribbean Creole English and African American English. That she uses this feature is another 
indication of her aiming for a subculture which could be either one of the aforementioned. The use 
of the culture specific expressions can be seen as her way of proving that she lives up to the 
supposed demands of the people who make up the group she wants to be a part of.  
At the end of the contact advertisement with the statement just because I’s an MP and is a bit weird 
one could get the impression that she undermines the credibility which she is trying so hard to 
establish. Firstly, because she uses the abbreviated term MP (Member of Parliament) as if it were 
common knowledge. This abbreviation, we argue, is not one that all people instinctively know the 
meaning of. Probably even less so as she is addressing herself to a subculture within which the 
majority of individuals probably do not have English as their first language or are not familiar with 
British politics.  
Secondly, she finishes the advertisement by stating that she, herself is a bit weird, which is not 
exactly the best way of selling oneself, this being the overall purpose of a contact advertisement. 
The expression on the character’s face and her tone of voice when she adds the last sentence about 
being an MP and a bit weird gives the impression that she is trying to convince someone who has 
denied her access to the group earlier. That she is trying to convince someone of her suitability for 
the gang is general throughout the contact advertisement, and it can be identified in the use of the 
adverbs actually, apparently and quite, which seem to point back to an earlier situation. The adverbs 
can furthermore be seen as a way of adding emphatic stress to the utterances. A high frequency of 
adverbs has appeared to be more characteristic of middleclass speakers than of working-class 
speakers (Macauley 2002: 398-417). However, it is not likely that the script writers are familiar with 
sociolinguistic studies on the use of adverbs. Although, it may very well be that they as native 
speakers of British English have an intuitive knowledge of this being a common feature, and that 
they use it to point to the character’s social background, thereby showing a stereotype of a person 
from the high social classes. 
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 Theory 
On the level of the fictional character, we argue that the portrayed person is looking for a man who 
can introduce her to the group she wants to be a member of. According to the Italian socio-
psychologists Mass and Arcuri, the type of style shifts she is making occur in order to either 
distance or approach the speech of the addresser to that of the addressee. In this case it is clear that 
the person tries to approach the addressees by using language features from their proper style 
variation. Coupland argues that it is in relation to group norms that stylistic variation becomes 
meaningful, i.e. if the person in the sequence did not address a particular group there would be no 
sense in the style variation she uses. According to Coupland and Schilling-Estes internal-speaker 
factors like purpose, key or frame may have an influence on the choice of language. This is also the 
case here. The purpose for this woman is to find a man who can introduce her to the group. The 
frame is a contact advertisement and the person uses the frame to make ‘(…) a special case 
presentation (…)’ of herself and to use words which are well-known to the addressee (Coupland 
2001a: 197). The way she uses style is therefore not unconscious and situational, but a very 
conscious way in which she adjusts her way of speaking with a defined goal. 
In relation to the script writer level, the stereotype is at large created by the use of dialect and style 
variation, however, not in a conventional way which links dialect to ethnicity or social group. The 
person in the sequence shows that there are limits to style variation serving a purpose, as the contact 
advertisement demonstrates how style variation does not function when used incorrectly, as is the 
case here. The scriptwriters have made the style variation function oppositely from what it should, 
and hence use it to demonstrate how previous utterances linked to collective ideas of a subculture 
clash with individual ideas and perceptions of selfhood.  
The character’s purpose by using the feature I is, is presenting herself as ‘street’. However, 
grammatical features of African American and Caribbean English with a very traditional variety of 
RP create a stereotype, which most people would think of as a female nerd. The common perception 
of a nerd being: a person who seems unfashionable and maybe most importantly who is not very 
good in social situations. We argue that it is this stereotype that the scriptwriters have wanted to 
create. This is demonstrated throughout the contact advertisement and enforced by the last sentence 
it’s a bit weird, which shows that the character herself is completely uncomprehending of how to act 
and present herself in a suitable way for complying with her goal. 
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3.2 Other Varieties 
Here the social status continuum ends and we now turn to three other varieties of English, which 
have been randomly selected when the data was chosen. We will look at three sequences concerning 
respectively Australian English, American English Irish English.  
3.2.1 Australian English (AusE) 
Sequence 5  
Yeah, all right. I’m looking for someone who is like as high as the ocean and as deep  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••••••••••• 
as the deepest mountain and, and as and as warm and golden it’s like a little hut and  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••••••••••• 
who is like as surprising as sharks and brilliant as yesterday and as fun to be with  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
••••••••••••••••••••••  
as my mum and as enjoyable as swimming and who doesn’t get irritated…  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••• 
easily. 
••••••••••  
 
Phonological Features  
Concerning the phonological features of this sequence we can distinguish certain vowel qualities 
typical of the Australian English variety, AusE (Horvath, 2004: 626-628). For instance, when a 
diphthong is moving towards a high front second element, the first element is counter-clockwise 
lowered and retracted. An example of this can be found in the very first utterance Yeah, all right. In 
all right the PRICE vowel is a low central vowel with a closing glide as opposed to the glide 
towards the KIT vowel in trad-RP. A similar glide happens with the pronunciation of I’m, which is 
here pronounced [•••] and not /•••• as would be the case in RP. In general, the character changes 
the rising diphthongs so that the diphthong /••/ e.g. in the word like becomes slightly more fronted 
and between half-close and half-open in the second element: [••] or [•••. Moreover, when a 
diphthong moves towards a high back second element, the first element has a clock-wise lowering 
and fronting. This can be seen in the pronunciation of mountain, in RP pronounced with the 
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diphthong /••/ and in AusE pronounced with a mid-low front vowel with a retracting glide [•••. 
Similarly, the GOAT diphthong [••] in ocean or golden falls short of the second element /•/ and 
becomes a more mid-low central vowel with a closing glide (Horvath 2004: 630). In relation to 
monophthongs, we find that the START and the STRUT vowel in AusE have the same position, but 
there is a length difference between the two. Hence in the word hut, fun or mum we find the 
pronunciation of a long low central vowel [•] where the equivalent in RP would have been /•/, and 
in the word sharks we find the longer START vowel [••• (Horvath 2004: 626-7). 
With regards to consonant phonemes we can distinguish another typical feature of AusE 
pronunciation, which is the use of the voiced tap [•••in words like little and yesterday. The 
character also uses the voiced tap in the final word irritated. However, she uses it incorrectly since 
this feature only occurs in AusE after stressed vowels. To a native speaker of AusE, this would be 
noticed as an error; however it would probably not ruin anything with regard to the comical effect of 
the contact advertisement, as overdoing the characteristics of a language variety is a common feature 
of dialect humour.  
Finally, the character uses a typically Australian feature which is the High Rising Tone (HRT). 
‘HRT is a language change that is currently going on in AusE and is one that is being led by 
women’ (Horvath 2004: 639).  
 
Paralinguistic Features  
It is distinctive of the paralinguistic features of this sequence that the character has a vivid body 
language and an excessive mimicry. The blonde woman dressed in a little pink tank-top with a pink 
bandana holding her hair away from her forehead starts out by looking into the camera, giving two 
thumps up while saying Yeah, all right. Throughout the contact advertisement she uses her arms to 
illustrate her antonymous words and she continues turning on her chair. However, towards the end 
of the sequence she appears to be calmer and less agitated.  
On the level of the fictional character, it would seem that she does not really know what to say and 
she realises that the essence of what she says does not sound very intelligent. She ends by saying 
that she is looking for a man who doesn’t get irritated easily – one might add at her. In regard to the 
supra-segmental features, there is a fall in the intonation and more hesitation in the speech at the end 
of the sequence, which again supports the interpretation of the character realising the silliness of her 
own annoying behaviour. Still on the fictional level one could imagine that the woman puts on this 
identity of being positive and jaunty and then realises that it does not really work out. Thus, the 
explanation of the style shifting of falling intonation and the less obvious High Rising Tone at the 
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end of the sequence could be that she realises that her happy attitude seems false, and while 
concentrating on this feeling she becomes less aware of her speech. 
We believe that the script writers have tried to create a stereotype of a somewhat unintelligent and 
perhaps false woman, to a certain degree making the contact advertisement into a charade. The 
identity embedded in the character is reflecting a stereotype of the blond, unintelligent woman, who 
tries to be something she is not in order to find a man. The impression of her being unintelligent is 
clearly reflected in the lexical choices of the discourse i.e. the antonyms.   
 
Discourse Features 
The lexical choices of this sequence comprise a range of antonyms, which do not make much sense 
on a discourse level. The character is looking for a man who is as high as the ocean and as deep as 
the deepest mountain. Here the two similes are reversed and it is, in itself, nonsense to speak of the 
qualities of a person as being as high as a mountain, not to mention as high as an ocean. Moreover, 
she wants the man in question to be as warm and golden - it’s like a little hut. The expression a little 
hut gives associations to a simple building consisting of one room, and perhaps not as neither warm 
nor golden. Using this association to describe a man, is quite unusual as it is hardly perceived as 
being a quality to ‘consist of one room’, which in its most extreme sense perhaps mean to be 
simpleminded or one-sided.  
However, she seems to be stating that the perfect boyfriend is warm and golden, which maybe 
connotes to suntanned, Australian men, surfing at the beach. The Australian environment is again 
reflected in the characteristic of the future boyfriend being as surprising as sharks, which also 
suggests stereotypical ideas about Australia and its nature. Additionally, sharks are perhaps 
surprising, but also dangerous as they can kill. Therefore, sharks may not be what is most commonly 
associated with the quality of surprise or spontaneity. Furthermore, the character wants someone 
who is as brilliant as yesterday, which seems odd as the general concept of the day before is not per 
se that it was brilliant, or at least it cannot be used for describing a general positive quality.  As fun 
as my mum is hardly a sensible metaphor for a man since fun is not the adjective that people most 
often associate with their mothers. More often mothers are associated with someone starchy or 
serious. Finally, the character wishes to find a person, who doesn’t get irritated… easily. Along with 
her behaviour the last sentence makes the impression that people, i.e. men she has been with earlier, 
have found her irritating, or that someone has told her directly that he found her annoying. Thus, on 
the fictional level it might prove difficult for the men looking at the contact advertisement to 
decipher if they correspond exactly to the woman’s description. 
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 Theory 
On the fictional level, the hesitation and slowing down of the speech rate towards the end of the 
sequence could as mentioned before be seen as a style shift. This should be understood in the sense 
that the character’s motivation in the beginning of the sequence is made up by her somewhat 
constructed positive and jaunty identity which she puts on in order to obtain her projected outcome 
of finding a man. However, at the end of the sequence she appears to be less attentive to her speech 
as she remembers that other men have perhaps found her annoying, which is why she adds the 
comment who doesn’t get irritated… easily. After having analysed the discourse we can conclude 
that the last sentence is really the only sensible thing she says. Hence, it can be said to be the central 
message in her contact advertisement, which means that what she is really searching for is a man 
who can stand her behaviour. This could explain the style shifting from agitated speech with High 
Rising Tone to slower, hesitative speech, thus taking it as a sign of her being an insecure woman, 
who has problems finding a man. 
On the script writer level, the misuse of similes and metaphors appears to be constructed for the 
comical effect. The character seems to be making them up and mixing them up as she goes along, 
i.e. reversing the similes etc. This could be the scriptwriters’ way of making the character look like 
she is trying, unsuccessfully, to be poetical or appear more innovative and interesting than she 
actually is. However, the phonological variation of AusE seems simply to add on the stereotype of a 
silly blond woman and not as a way of using dialect humour for mocking Australian people in 
general.  
The mistake which the actress makes in the pronunciation of the word irritated can be explained by 
the hyperstyle variables or Trudgill’s term of hyperdialectism, which involves an overgeneralization 
of particular noticeable phonological features into environments where they are not linguistically 
expected. Thus, as the actress is very attentive to the speech because she is performing it, her style 
shifting comes to show erratic behaviour. 
 
3.2.2 American English  
Sequence 6 (Name: Merin, age: 27) 
Ehm... I’m looking for a guy who thinks like I do. Ehm... you know like, do we really  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••••••• 
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need food or is it just a habit? You know, when you’re at the beach and you pick up  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••••••••••• 
a shell you can hear the sea. Well, if you pick up your shoe, do you think you can  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
•••••••• 
hear your footsteps? Oh well, if you think like I do, then... then... 
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••• 
 
Phonological Features 
One typical feature concerning the vowels of General American (GenAm) is the lengthening of the 
first vowel of the word habit. We seem to find an element of diphthongisation with a centralised off-
glide making the [••• more like [•••, which is normal in GenAm (Schneider, 2004:1077). 
Moreover, the GOAT vowel in GenAm has an onset which is further back and has a more rounded 
articulation than it has in British English, thus the diphthong in the word know is pronounced as 
[••] and not [••] as in RP. (Kretzschmar 2004: 264) Another characteristic feature of GenAm is the 
pronunciation of the diphthong in hear, which in RP would be pronounced /••• but in GenAm is 
pronounced as the monophthong [•]. Finally, we can observe a change in the realisation of the 
vowel in sea, where the relatively long and high fronted /••/ vowel is replaced by a diphthongised 
vowel phoneme [••] which has a central onset. (Schneider 2004: 1078)  
Concerning the consonant phonemes, American English is a rhotic language, which means that /r/ is 
pronounced whenever it occurs in the orthography. Furthermore the /r/-sound is sometimes 
retroflexed i.e. pronounced with the tip of the tongue rolled slightly backwards towards the velum 
[••. (Caudery 2004: 24) In this case, we find the use of the retroflexed [•] in words where /r/ is in 
initial position as in the word really, or when /r/ is in medial position as in you’re and finally when 
/r/ is in final position as in hear. Another noticeable practice for the consonants of American English 
is the differentiation in the lateral /l/. The so-called dark [•] is the typical pronunciation for the 
lateral in GenAm and in this sequence we can find it in words like looking, like, shell and well.   
 
Paralinguistic features 
The character portrayed in this sequence is a 27 year-old woman named Merin. She is blonde and 
she is wearing a blue t-shirt and pink lipstick. She does not sit still on the chair and she does not 
look into the camera all the time, but keeps looking upwards as she twists a wisp of hair around her 
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fingers. The way she looks up could give the impression that she is concentrating on what to say, but 
the actual words that come out of her mouth are not particularly intelligent, and therefore the 
searching for words is likely to be interpreted as mere stupidity. This impression that she is 
unintelligent is enforced by certain supra-segmental features i.e. a slow speech rate and a slight use 
of creaky voice in words like sea and well, which seems quite put-on. The slow speech rate could be 
interpreted two ways. On the one hand, it could be that Merin is speaking slowly because of the 
complexity of the message she is trying to convey, and thus is incapable of making her brain work 
fast enough. On the other hand it could also be a question of getting the message through i.e. she 
would be slowing her speech down in order for the implied addressee to comprehend more easily.  
On the script writer level, what we detect from the paralinguistic features is a stereotype of a stupid 
blonde woman with a clear American accent. The image of the ‘stupid blonde’ is emphasized by the 
fact that she starts by licking her lips along with the somewhat infantile or Lolita-like way she is 
curling her hair around her fingers, looking diagonally up into the air and protruding her lips. One 
could interpret this either as a conscious sexual asset or as simple stupidity. The way she ends her 
discourse by repeating the last word then not being able to finish her sentence in a sensible way 
clearly suggest a lack of intellectual capability. 
 
Discourse Features 
On the fictional level, we find that Merin is trying to seem ‘deep’ or philosophical, asking rhetorical 
questions about more or less important issues in life such as, do we really need food, or is it just a 
habit? Our interpretation is that by posing these philosophical questions she tries to display her 
intellectual wit in order to attract a man who is intelligent or philosophical. She poses the question 
of whether you can hear your footsteps by listening to your shoe, the same way as you can hear the 
sea in a seashell. Posing this question could be an attempt to be philosophical or poetical, but the 
question in itself seems so silly that she looses all credibility. The idea of listening to the sea in a 
seashell has probably derived from folklore stories and has from thereon become part of the 
collective knowledge and shared myths. Seashells possess aesthetic value and throughout history 
and up until today it has in many cultures been associated with myths about sirens. Furthermore, 
shells are known to have a good resonance, and are used as instruments in some cultures i.e. among 
indigenous peoples of South America. A shoe can hardly be said to possess neither the aesthetic 
value of a seashell nor the possibilities with regards to resonance. In most cases it is solely an article 
for everyday use, which possesses more practical value than mythical. Therefore, Merin’s attempt to 
be philosophical or poetic is unsuccessful and seems rather amusing.  
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There is an apparent contradiction in the way in which she poses rhetorical questions like whether 
food is just a habit and if you can hear your footsteps in a seashell and the fact that she ends her 
discourse by saying if you think like I do, then…not being able to answer her own questions or even 
finish her sentence. It becomes particularly amusing when imagining that she is striving for an 
intelligent, philosophical man. Thus, at the fictional level, we find a woman pretending to be 
something she apparently is not, striving for a man more intelligent than her. At least that seems to 
be the hidden agenda behind her mimicry and body language with which she is playing at the 
protective male instinct. Moreover, we find the lexical choice of like as in the phrasing of you know 
like, as a way of trying to establish a sense of membership or common ground with the implied 
audience or perhaps it is a sort of hesitation or insecurity, seeing how she does not seem to be 
particularly talented at long philosophical explanations. It could also just be a habit she has when 
speaking.  
At the script writer level, we find lexical choices particular to American English. For instance, the 
use of the informal word guy in stead of the maybe more British, or at least more formal, man. Other 
characteristic AmE expressions are the aforementioned extensive use of like as well as the pausing 
phrase you know excessively used in American sitcoms or films. Another connotation to USA can 
perhaps be found in the character’s first question concerning food. Asking this question is in itself 
utterly stupid, and hardly worth considering. Therefore, we argue that it could be seen as a way of 
mocking or criticising the American society where food comes in very large quantities and obesity 
seems to be a national sport or perhaps more accurately: a national decease.  
 
Theory 
On the fictional level, we have interpreted Merin as being a somewhat unintelligent blonde woman 
using her sexuality for attracting men at the same time as trying to create what Coupland would 
probably label a philosophical persona. It could be said that she is creating this persona or 
performing this identity in order to secure the relational goal of finding a man. She may have as part 
of her goal to find an intelligent man, which could be why she presents herself as philosophical i.e. 
as philosophy is a difficult discipline and people who enter into it are often perceived as intelligent. 
Creating this philosophising image of herself could also just be a way of concealing that she is not 
very intelligent or just a way of making herself interesting. 
In relation to the script writer level, as many of the other characters in the seven sequences, she is 
using certain style features which do not seem to come natural to her, but seem as something she 
puts on for the situation. For example, in her attempt to present herself as someone whose mind is 
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occupied by difficult questions concerning humanity, she is using the all-encompassing we as a way 
of addressing a large group of people and not only one person, whom she wants for her partner. This 
way of posing rhetorical questions is well known as a genre of learned people i.e. professors giving 
lectures, and it is associated with knowledge and intelligence. It is also a genre which evokes 
listeners’ critical sense in that they expect to be provided with new and valuable information. Hence, 
being able to provide answers is considered imperative in the collective evaluation of this genre. The 
script writers have made up a character whose intellectual abilities is countered by the style or genre 
she is venturing into, and as the character uses this style without being able to make a synthesis or 
provide her audience with information, she is perceived as unsuccessful, stupid and thus comical.  
3.2.3 Irish English (IrE) 
 Sequence 7 (Name: Patricia, age: 27)  
Oh, I was nearly Miss Ireland but I lost out because my left hand is massive. But  
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
••••••••••••••••••••• 
men seem to like it and... I keep it behind my back most of the time. 
•••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
••••••••••• 
 
Phonological Features 
When looking at the phonological features in this sequence we can observe that the character 
pronounces the diphthongal vowels a bit different compared to RP. The GOAT vowel in the word 
most is normally pronounced with an onset in a central position between half-open and half-close 
moving towards a centralized back position just above half-close /••/. However, here the character 
pronounces the diphthong as a monophthong [••], pronounced somewhat near the back and 
between half-open and half-close. This feature can be heard in rural Northern and rural South West-
West dialects of Irish (Hickey 2004: 91). The character also pronounces the PRICE diphthong 
differently, however not consistently. In the word like the character pronounces it [••••with a 
central onset between half-open and half-close moving towards a centralized front position just 
above half-close. But in the word time the character pronounces it more RP-like i.e. with a more 
open and more fronted onset moving towards a centralised front position just above half-close 
/•••. This is a feature which can be found in the so-called popular Dublin-dialect (Hickey 2004: 
91). In the pronunciation of the TRAP-vowel we can also detect differences between RP and the 
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way the character in the sequence pronounces it. Normally the vowel would be in a front position 
somewhat above open /•/ but the character pronounces it a bit more open and a bit further back [•] 
in words like hand, massive and back. This is a feature which can be heard in rural Northern Irish 
dialects (Hickey 2004: 91). 
When looking at the consonants we can detect a difference from RP in the pronunciation of the /r/ in 
all orthographic occurrences of a word, such as in Ireland and nearly. As Irish is a rhotic language 
this is a common characteristic of this variety. Moreover, we find the realisation of /r/ in the word 
Ireland to be somewhat retroflexed [••.  
 
Paralinguistic Features 
This very short sequence starts out with the character looking straight into the camera, raising her 
index finger and smiling as she says: Oh, I was nearly Miss Ireland but I lost out because my left 
hand is massive. The person in the advertisement is called Patricia, is aged 24 and is apparently from 
Ireland. She has long, blond and slightly curly hair, is dressed in what appears to be a little black 
tank top and she wears earrings in the shape of a flower. She is quite slim and appears to have a mild 
smile. While talking she is nodding a little, and looks up as she explains why she did not win the 
contest. She makes a sort of swallow movement as she says my left hand is massive as if it was 
something embarrassing which she should excuse.  
On the scriptwriter level, the character corresponds to the collective image of a model in that she is a 
naturally beautiful woman. However, her character is given a twist as she informs the audience of 
her physical disability of a massive hand. The visible parts of the character are the face, the torso 
and very shortly in the beginning of the sequence the character’s right hand. The left hand is left 
behind the character’s back corresponding to her statement about it being massive. The humorous 
effect of the massive hand thus comes from the image which the information about the hand creates 
in the minds of the audience. 
 
Discourse Features 
The character begins her discourse with the utterance Oh, I was nearly Miss Ireland but I lost out 
because my left hand is massive. The interjection oh in the beginning of the utterance is perhaps 
used because she suddenly remembers what she wanted to say. The character may also use this 
interjection because she thinks it could be important to mention in a contact advertisement since it is 
generally considered good to be attractive. Moreover, being a model is often considered an objective 
acknowledgement of a person’s beauty and a status symbol. However, the word nearly in the first 
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utterance makes the self flattering statement somewhat less flattering. She explains that she lost the 
competition because her left hand is massive, which is then after a small hesitative pause countered 
by the sentence but men seem to like it. It seems that she realises that flaunting her physical flaws is 
perhaps not the best way to attract a man, so she adds that she hides it most of the time. It is an 
unfamiliar thought for models in beauty contests to have disabilities such as a massive hand. There 
is perhaps a contradiction in the statement that men seem to like her massive hand and the fact that 
she also keeps it behind her back most of the time. However, it is typical for many women to not 
understand that what they believe to be imperfections in their appearance is actually attractive to the 
opposite sex. 
 
Theory 
One could interpret the sudden impulse in the beginning of the sequence as perhaps being an answer 
to a question. It seems like she has been unsure of what to talk about, and then suddenly gets the 
idea of mentioning her participation in the Miss Ireland contest. Moreover, the social practice of the 
fictional person, Patricia, in the situation makes her construct or project her self-identity in a way 
that is‘(…) attuned to preferences and ideological predispositions of audience member.’ (Coupland 
2001a: 201). Interpreting her actions this way, her reason for speaking of the beauty contest could be 
a way of behaving according to what she feels is accepted social practice. In other words, she 
emphasises this matter because it will perhaps be of benefit in the processes of reaching relational 
goals, i.e. to find a man. It would therefore seem that she is trying to portray herself in the best way, 
and like the other characters ends up conveying a comical image of herself. In fact, she ends up 
looking as a bit silly and somewhat naïve young girl with an empty head and a massive hand.  
On the script writer level, we find once again the gender stereotype of the blonde, silly and not too 
intelligent woman. The sequence can be seen as an example of dialect humour in that it does not 
contain much style variation and it seems that the central function of the dialect is to create a 
linguistic stereotype of an Irish person. In the first utterance the ethnic origin is stressed by the 
character stating that she was nearly Miss Ireland and it is actually the only one of the contact 
advertisements where the nationality of the character is emphasised in the discourse. The British and 
the Irish have a long history of rivalry, and maybe therefore jokes with an Irish person representing 
a stereotype of stupidity are very common in Britain8 (Davies 1990:8). As the contact advertisement 
is very short and it seems to convey nothing but an image of a stupid person, the dialect style in this 
sequence could very well just be Smack the Pony making a television version of the classic Irish-
                                                          
8 The same way as jokes in Denmark often have people from Aarhus representing stereotypes of stupid persons.  
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joke, where the Irish are mocked by the English. By using this type of joke the script writers are 
clearly playing on cultural knowledge and prejudice.   
3.3 Conclusive Points to Analysis  
With the purpose making short conclusive points to the findings of the analysis, we can argue that it 
is common in all the seven sequences that the women are looking for a suitable male partner, and 
that they in different ways display humorous and stereotypical aspects of womanhood. Analysing 
the sequences we have found style variation in various forms. It is there in the form of 
hypercorrection both on phonological features and lexical features used as a way of showing social 
background. Furthermore, we have found style variation which could fall under the theory of 
Audience Design in the form of addresser/addressee related style shifts. We have also found style in 
the form of a non-conventional combination of lexical choices as well as style merely used as a 
dialect variety pointing to ethnicity. 
As dialect and style variation are used in so many different ways in the contact advertisements we 
cannot use the findings from the analysis for making a specific model of how Smack the Pony uses 
dialect and style variation when making their sketches. However, we can conclude that it can be 
seen as serving different purposes on both the fictional and the script writer level, and that 
Coupland’s theoretical approach has something to offer in relation to both levels. In relation to the 
fictional character most of the women seem to be constructing a somewhat false or at least 
superficial identity in order to articulate ‘(…) relational goals and identity goals (…)’ (Coupland 
2001a: 197). The relational goal is to attract a partner, therefore we argue that on the fictional level, 
all the characters are carrying out a certain persona management according to which they construct 
their social and personal identity and conform their message to the addressees i.e. the men they 
imagine to be the audience. Also on the script writer level can we detect a certain persona 
management, however in a somewhat different context as the actresses performing the sketches are 
using dialect variation or style variation overtly in the sketches, supposedly in order to comply with 
their audience’s cultural knowledge and expectations of stereotypes.  
We find that the working class woman, the woman who cannot accept that her boyfriend wants to 
leave her, the cold-fish career woman, the female nerd trying to be street and the dumb blonde all 
constitute female stereotypes which are well known to us in one way or another. In relation to the 
dialect varieties we would not have been able to determine the dialect varieties as specifically as we 
have done without the analysis of the phonological features supported by the theory on the matter. 
For example we would not have known the dialect variety Estuary English or have been able to 
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determine that the character in the first sequence is speaking a London-dialect. However, the 
impression of the women which we acquire from the paralinguistic and the discourse features are 
enough for bringing forth in our minds the stereotypes mentioned above and, thus these are not 
created by the dialect variety alone. 
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4. Discussing Style Variation in the Smack the Pony Performance 
This chapter will provide a discussion of the results from the analysis as well as draw in points from 
the rest of the project. First, we will discuss the case study in relation to dialect humour while also 
focusing on predispositions when analysing. Subsequently, we will discuss the consequences of 
working with a case like Smack the Pony, and whether it could have been done differently. The next 
major area of discussion will concern the subjects of humour and stereotypes and what influences 
the perception and understanding of these. Moreover, we will discuss the two different levels which 
have been established in the analysis, and finally, a critical discussion of the method will be 
provided alongside some considerations of the sociolinguistic theories in play in the project. Here 
we will also attempt to discuss how the case study of Smack the Pony differs from Coupland’s case 
studies of the radio DJ and whether or not it is possible to view both cases as appropriate targets for 
the same type of analysis. Furthermore, the discussion will contain some perspectives on the 
usefulness of focus groups in an investigation such as this. 
4.1 Dialect Humour  
It is always important to be critical towards your own research, however, when working with dialect 
humour in a foreign language it becomes perhaps even more imperative to consider what affects 
one’s skills of interpretation. It is therefore natural to ask the question whether we as non-native 
speakers of English are at all capable of understanding or interpreting the dialect humour in play. 
The mere understanding of a language is, we argue, very different from an understanding which 
includes the fine grained details acquired when brought up in a language community or when living 
in it for a long time. Although, it is not in specific relation to this that Coupland employs Bakthin’s 
theory of heteroglossia, i.e. the theoretical point of view that everything we say is to some extent 
builind on previous utterances, it can be interpreted as supporting this claim. In other words, 
understanding language is closely linked with knowing its historicity i.e. knowing previous 
utterances which are used again and again. As humour is regularly pointing to culture specific 
knowledge of a community it is important to understand the different layers of language in order to 
understand the humour. To argue that we are able to fully understand the dialect humour in play in 
Smack the Pony by just watching the show would therefore be incorrect. If the actors for instance 
refer to media characters or other persons well known within the national environment or to 
utterances made by these persons, we as Danes most likely will neither know nor fully understand 
the humoristic intertextuality in play. On the other hand this does not mean that we are incapable of 
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understanding the humour at large, especially considering the fact that the English society in many 
ways is well known to us as we have many English speaking non-dubbed television programs, films 
and music. Additionally, the English and Danish societies largely share the same modern Western 
culture and therefore we hold many similar ideas about for instance stereotypes.  
In relation to the case study, the aspect which in particular has enabled us to grasp the dialect 
humour in play in Smack the Pony is the close analysis of the phonological features. By making this 
analysis, we have become aware of many details which we otherwise would not have been able to 
notice. Moreover, by reading about the different dialect varieties, we have acquired a fairly thorough 
knowledge of their characteristics which we have used when analysing the sequences and in 
determining the different varieties. Our understanding of these phonological features can perhaps be 
accused of being very theoretically constructed and, thus, it is probably true that our interpretations 
are somewhat different from the perception which native speakers intuitively get when watching the 
show. However, we find that the theoretical approach is quite useful when working with a scripted 
case exactly because the case in itself is probably also scripted. Therefore, we can expect that quite a 
lot of attention has been paid to the details of the phonological varieties in the same way as we have 
done when making the analysis. Therefore, a theoretical approach to the varieties as opposed to an 
intuitive approach can be seen as working from the premises according to which the case itself has 
been made. However, we can for obvious reasons not account for the amount of improvisation 
employed in the show or for the script writers’ particular sociolinguistic awareness which could 
perhaps constitute another interesting case of dialect style in itself. 
4.2 The Humorous Stereotypes in Smack the Pony 
When dealing with a case study of humour, it is of course important to be aware of the fact that 
humour is a highly subjective matter. Therefore, our interpretation of what constitutes the humoristic 
core in each of the sequences can probably be countered by many other interpretations in fact some 
people may not even find the selected sequences funny. First of all, our interpretation, of the case is 
clearly linked with a gender issue and the fact that we ourselves are women. Methodologically, we 
have focused on a range of features used by the different characters and then we have interpreted the 
feminine stereotypes accordingly. Most certainly these interpretations are also connected with our 
familiarity of the e.g. English, American or Australian society and social environments respectively. 
What people notice in these sequences will probably depend upon the type of persons they are and 
what general knowledge about different things they posses. This again will also be dependent on the 
individual’s subjective experiences in life and whether these can be paralleled to the humour in play.  
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In our view, the stereotypes created in Smack the Pony are not as much linguistic stereotypes as they 
are general stereotypes of women. The humour in play is fairly simple and the reason why it makes 
non-British people like us laugh, is that the women portrayed are general stereotypes of modern 
Western women. It is significant for the perception of the stereotypes that they are all presented in 
the frame of making contact advertisements. This frame is on the one hand a way of placing the 
women within the universal area of human beings searching for a partner in life. On the other hand, 
we argue that the frame has a slightly pejorative connotation in that people presenting themselves in 
contact advertisements of one kind or the other have only limited space and time for presenting 
themselves in order to attract a partner. Because of this limited space and time, contact 
advertisements most often describe the positive sides to a person and often convey very 
stereotypical images which hardly do anyone any justice. Our assumption that the Smack the Pony 
show is trying to convey humorous stereotypes of women is clearly linked with this interpretation 
regarding the frame of the contact advertisements.  
4.3 Different Layers of Reality 
One of our main reasons for using the contact advertisements for our investigation is that they, as 
opposed to other sketches from the show, contain quite a lot of speech as well as many different 
dialect varieties. However, working with the case made it clear to us that there are more reasons why 
the contact advertisements are interesting to investigate in relation to style variation. First of all, the 
contact advertisements as sketches are interesting because the frame, i.e. their form, brings into play 
different levels of reality. We argue that more levels of reality are always to some extent present in 
performances of various kinds and that the intentions of the play writer, script writer, director or 
other can often be separated from the fictional characters who interact, speak or behave on a 
different level of reality. However, the reason why it is beneficial to separate the two levels in the 
present case is that we have brought in a psychological element of judgement by introducing the 
concept of stereotyping. We use the latter to explain the interpretations of the characters which we 
think the script writers have sought to create. This concept of stereotyping can obviously not be used 
in relation to the fictional character as she is more likely trying to create an image of herself as 
unique and not as a stereotype.  
On the one hand, we as viewers of Smack the Pony become the audience of the contact 
advertisements i.e. we are the ones getting stereotypical ideas about the characters, thus finding 
them amusing. On the other hand, the characters are trying to sell themselves to an implied audience 
of people who are looking for a partner and therefore are judging these women according to this 
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purpose. It is these two levels of reality we have sought to establish by separating the script writer 
level from the level of the fictional character. We would not have been able to so clearly distinguish 
the two levels of analysis if we had chosen a conventional sketch i.e. in the form of a small theatre 
play with more characters who act in response to the utterances or actions of each other. In this type 
of sketch, the fictional characters would not have the built-in level of awareness to their own 
‘performances’ i.e. their speech, which the fictional characters in the contact advertisements is 
inclined to have because they are confronting an imagined audience. It is the fictional person’s level 
of awareness to her own speech caused by the frame or the setting, i.e. a contact advertisement, 
which becomes interesting in relation to a sociolinguistic investigation. It is on this level of reality 
that it is possible to perceive different kinds of style shifts parallel to those of real life situations. 
4.4 Discussing the Method 
In working with style variation in the selected sequences, we have investigated various features in 
play, thus, exceeding the SAT model outlined in chapter two. We have used a method more in line 
with what Coupland suggests because we find it difficult to apply the classic sociolinguistic theories 
to a case of acting. If we had considered style shifting as a situational feature and not as something 
which can be done overtly we would not have been able to explain our findings with the theory 
because the case is not ‘real’, but scripted. Yet by applying a broad multidimensional approach to 
dialect style like Coupland does, it becomes possible to include cases of mass communication. In 
our view, not acknowledging performances as being possible cases of style variation would mean 
that there would be a whole array of cases of style variation which would be difficult - if not 
impossible - to explain within the framework of sociolinguistic theories. For example, practically all 
cases where discourse, although only partially, is based on a manuscript would have to be 
disregarded. The benefit of this approach is therefore that it broadens the field of investigation and 
allows studies which draws in various features and provides further explanations of why these occur 
in the specific context.  
Even though, we have applied Coupland’s methodological approaches to Smack the Pony, we are 
aware that this case differs from his case study in various ways. Firstly, the style variation in his 
case study was found in the speech of an individual, namely the radio DJ, Frank Hennessy. The DJ 
is to some extent performing and Coupland writes that he develops his media personas with overt 
planning and scripting. Nevertheless, he is not playing a role of an entirely fictional person as 
carried out in his own name and therefore his performance is to a large extend linked with him as a 
private person. This makes his performance very different from the performance carried out by an 
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actress in Smack the Pony who is unmistakably playing a role. Secondly, our case is different from 
that of Coupland’s because it is a television show and not a radio show. This particular fact has 
made it necessary to consider and analyse more paralinguistic features i.e. those of appearance and 
body language which can be disregarded in a radio performance which is only a sound recording. 
Thirdly, the fact that we have separated the script writer level and the level of the fictional character 
has made it yet a different case study. Albeit these differences between Coupland’s case study and 
our case study of Smack the Pony, we argue that the latter can be viewed as an analysis in line with 
what Coupland suggests and consequently that the present findings are valuable.  
4.5 A Critique of the Method 
It is of course also possible to be critical towards the method used for analysing the present case 
study. One main critique could be that it is based solely on parameters of style variation set up by 
sociolinguistic theories which we ourselves have not tested in practice before accepting them as 
valuable. Furthermore, the area of style features has been broadened to the extent that it would be 
natural to ask if there is anything which is not to be considered a style feature. The result of this all 
encompassing approach could be accused of being extremely broad and consequently neither a very 
profound analysis nor an analysis showing what the most important features of style variation are. It 
would most certainly have been possible to make an analysis of only one of the features in play e.g. 
an analysis of the occurrence of hypercorrection or of the shifting between different genres or 
registers. Since we are not drawing in any statistical information, we are not able to draw any 
conclusions with regard to the frequency of the different features in this case or in other similar 
cases. In this way, the analysis is perhaps not very in-depth compared to other sociolinguistic 
investigations of style variation or dialectology and this case study is therefore not providing any 
quantitative data like a Labovian investigation but in stead it has a qualitative value.  
Despite these points of critique, we argue that the method applied is valuable. It enables us to point 
to significant aspects of style variation used in performance and consequently shows how 
sociolinguistic theories on style variation can be used for analysing mass media communication. 
Thereby it also demonstrates how the style variation used overtly in humour resembles style 
variation in real speech situations. We argue that the sociolinguistic theories on style variation 
become very applicable when combined with an extended version of Coupland’s broad 
multidimensional approach which also draws in an analysis of the non-verbal features which are 
integrated in the speech of human beings. We find that style variation is often accompanied by 
paralinguistic features such as body language, and some style shifts are hardly noticeable without 
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these visible non-linguistic devices. The benefit of the method used for analysing Smack the Pony 
thereby enables us to explain even the smallest examples of style variation because it draws in all 
the possible features surrounding our speech and speech acts. 
With regard to the method of the analysis for a case study investigating stereotypes it would have 
been useful to show the selected sequences to a focus group in order to test the findings of the 
analysis. In relation to our analysis of the phonological variation it would have been quite interesting 
to show the case to an audience consisting of people from the different language varieties present in 
order to find out whether our interpretations in any way resemble those of a native speaker. 
Furthermore, it would be interesting to test our analysis of the stereotypes by using a focus group 
consisting of people from different social environments. In this way, it would maybe be possible to 
know more about the influence of social class on the understanding and interpretation of dialect 
varieties and stereotypes. Unfortunately, we have not had the time to carry out this type of 
quantitative investigation, even though we are certain that it would have been beneficial and 
interesting for the results.    
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5. Conclusion 
The dialect and style variation found in the analysis has proven to be many. By working with the 
analysis on two levels we have been able to find various examples of style variation and dialect style 
and we can conclude that Smack the Pony makes use of both phonological, discourse and 
paralinguistic features in creating and conveying dialect and style used for different purposes.  
When evaluating the case study of Smack the Pony inside the framework of sociolinguistic theories, 
it has proven effective to combine the traditional unidimensional approaches to style variation with 
the newer and more multidimensional theorising on dialect style. We have discovered that there are 
aspects of the classical approaches, the Labovian Attention to Speech Approach and the Audience 
Design Approach which we have been able to use in our analysis. However, we have used Nikolas 
Coupland’s multidimensional approach to style variation as a guiding methodological principle and 
his case study has served as an example for our investigation. This has in our opinion been the most 
beneficial method for analysing this particular case. We believe that our findings can serve as an 
example of how to analyse style variation in acting which could be useful for further theorising on 
dialect style within the sociolinguistic field of style variation. It would perhaps have enforced the 
qualitative method if we had had time to draw in focus group investigations in order to support the 
findings of the analysis. 
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6. Abstract 
Reacting on Style Variation – An Investigation of a Smack the Pony Performance deals with style 
variation, dialect style and stereotyping within a case study of mass communication. The case study 
in question consists of extracts from the British satire show Smack the Pony. The main objective is 
to investigate how dialect and style variation are used in Smack the Pony to convey different 
humorous stereotypes of women and how this type of style variation can be evaluated within a 
sociolinguistic framework. The motivation for the project is an interest in using phonetics in practice 
as well as an interest in working with visual mass media and dialect humour and applying the latter 
to the recent sociolinguistic theories on style variation yet to be thoroughly investigated. The reason 
for choosing extracts from Smack the Pony as our case study is also related to the fact that the show 
displays many facets of dialect humour and amusing feminine stereotypes. Furthermore, this is a 
performed case of style variation, which has yet to be properly investigated by scholars.  
 
The project employs different theoretical approaches in the analysis of the case study. These theories 
comprise an initial, but short introduction to William Labov’s Attention to Speech Approach as well 
as a description of the further developments of this namely the Audience Design approach and the 
more recent Speaker Design Approach. The Labovian Attention to Speech Approach looks at a 
speaker’s casual speech with the goal of trying to reveal the speaker’s vernacular. According to 
Labov, the less conscious a speaker is of his or her speech the less he or she style shifts. Labov 
carried out his research with the method of the sociolinguistic interview and his successors have 
followed in his footsteps employing the same method in developing new theories on style variation. 
Thus, the Audience Design Approach takes the Labovian theorising on style variation further, 
explaining that style shifts are made because the speaker is, consciously or unconsciously, aware of 
who is listening to his/her speech and therefore engages in style shifting. This way style shifting is 
made in order to win the approval of the addressee. The Speaker Design Approach moves even 
further than this and claims that style shifts are not only triggered by other people listening but that 
speakers also style shift on their own initiative and that these shifts occur as often as the responsive 
shifts mentioned above. The problem with these theories is that they are too unidimensional. 
Therefore, sociolinguist Nikolas Coupland has further theorised on what he labels Dialect Style, and 
a more multidimensional approach to the theory of style variation can be found in the review article 
Language, situation, and the relational self: theorizing dialect-style in sociolinguistics. He argues 
that features of style should be sought in other scientific areas such as communication sciences or 
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literary studies. It is in particular this approach the project has attempted to employ as the governing 
method when analysing the case. However, the analysis is as well resting upon some aspects of the 
traditional theories on style variation. A second theoretical issue has been established with regard to 
the aspect of stereotyping. Stereotypes are interconnected with language since it is through language 
that stereotypes are developed and transmitted. This transmission takes place through different 
channels; one of them mass media, in which linguistic as well as non-linguistic devices such as body 
language or mimicry are used to convey stereotypes. In addition to this, stereotypes also build on 
prejudice and on people’s shared cultural knowledge of the target group of the stereotype in play.   
 
The project attempts to actively use the aforementioned theories of style variation and stereotyping 
and it is these concepts which make up the framework for the analysis. In the analysis each sequence 
is dealt with alone and is analysed according to phonological, paralinguistic and discourse features, 
finally linked to the theory issues at hand. Each sequence in the analysis has furthermore been parted 
into two different levels, namely the script writer level within which an analysis of how the different 
style features are used for creating stereotypes is carried out, and the fictional level within which the 
characters are treated as real persons as the project claim the sequences to be reflecting reality.  
 
The results of the analysis demonstrate that style variation is not used in the same way in the seven 
selected sequences but is used as a way of establishing for instance stereotypical reflections of a 
speaker’s social background within an addresser/addressee related style shifting or to show a 
character’s certain nationality by use of phonological dialect features. The conclusion of the analysis 
is that the seven sequences all convey certain feminine stereotypes that are using contact 
advertisements to look for a suitable male partner. The stereotypes are different in the sense that 
they either come from different social backgrounds, as in the first four sequences, or have different 
nationalities, as in the last three sequences. The project furthermore concludes that the Couplandian 
multidimensional approach towards style variation has been beneficial for the carrying out of the 
analysis. Had time permitted us, a further investigation of for instance focus group responses to the 
data would perhaps have created different results or made the theoretical discussion more in-depth. 
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